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ABSTRACT
The first part of the present study begins with an attempt 
to investigate the impact of Wordsworth's poetry on his contem­
poraries, particularly on Keats at the beginning of his poetical 
career, seen mainly through the critical works of Hazlitt and 
Leigh Hunt. Then it proceeds with a survey of the extent to which 
Wordsworth's poetry may have affected Keats' 1817 Poems. The 
story of Endymion is found to move in a spiritual framework 
borrowed from The Excursion. The epistle To J.H. Reynolds is 
examined as a document indicating the subsequent course of Keats' 
poetry in favour of the Wordsworthian mode of writing, in spite 
of a temporary reaction. Then, Wordsworth's influence on Keats' 
odes is discovered to be both subtle and pervasive; and an 
interpretation of the Ode on Melancholy in relation to Wordsworth 
is offered. Finally an attempt is made to estimate how far the 
two versions of Hyperion epitomize Keats' ambition to go out of 
the 'Chamber of Maiden-Thought' as he follows in the footsteps 
of Wordsworth in exploring some dark passages of human nature 
and in his search for wisdom and for an answer to the question, 
'What is poetry?'
The second part consists of three chapters. Chapter one is 
an effort to take leave of the symbolist or Freudian approach to
Coleridge of the twentieth century for the moment in order to 
put him hack in his period, to see how his poetry, excelling 
in its dreamlike quality, may have affected Keats' works.
Chapter two is mainly an attempt to demonstrate Keats' increasing 
awareness of the importance of local truth of colouring as seen 
in Endymion, Isabella, The Eve of St. Agnes and Lamia, Scott 
being found to be an influence in this aspect. It is also hoped 
that some light will be shed on Keats' treatment of nature as 
discussed in relation to that of Scott. In chapter three 
a re-appraisal of Keats' attitude to Byron is attempted and the 
extent of Byron's influence on Keats is demonstrated, particularly 
in Lamia, where Keats tries his hand at providing the public with 
'a sensation of some sort' in the style of Don Juan; in The Cap 
and Bells, which is found to be a truly Byronic imitation; and 
in The Fall of Hyperion, where the influence of Childe Harold 
can be discerned.
PREFACE
It is a pleasure for me to record my gratitude to the 
following people. Mr. M.R.Ridley, to whose Keats' Craftsmanship 
serious students of Keats cannot but make recourse as I have made 
in the present study, has given me much encouragement and advice. 
My grateful thanks are due to professor Kathleen Tillotson for 
her many kindnesses and suggestions and for the privilege I have 
had of sharing some of her knowledge of Wordsworth. I am also 
deeply indebted to Professor Edmund Blunden, under whom I first 
began my serious study of Keats and his contemporaries.
My indebtedness to other writers on Keats, Wordsworth, 
Coleridge, Scott and Byron is considerable, though I have not 
found occasion to refer to them all. My specific debt is duly 
acknowledged in footnotes; but in general I inevitably owe much 
to such editors and critics of Keats as M. Buxton Forman, Sidney 
Colvin, E. de Selincourt, J.M.Murry, H.W.Garrod, C.L.Finney and 
H.E.Rollins. If I am found to disagree with previous writers,
I hope I shall not be convicted of arrogance, for it is on their 
works that the present study is based.
H.W.Garrod»s edition of The poetical Works of John Keats 
has been adopted as the standard text for all references to Keats' 
poetry; E. de Selincourt's and H. Darbishire's edition of The
Ill
Poetical Works of William Wordsworth for all references to 
Wordsworth's poetry; E.H.Coleridge's edition of The Poems of 
Samuel Taylor Coleridge for all references to Coleridge's poetry; 
J. Logie Robertson's edition of The poetical Works of Sir Walter 
Scott for all references to Scott's poetry; and E.H.Coleridge's 
edition of The Works of Lord Byron for all references to Byron's 
poetry.
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INTRODUCTION
Since Matthew Arnold pronounced his famous dictum on Keats 
('he is with Shakespeare'), critics like Robert Bridges, A.C. 
Bradley, Middleton Murry and Caroline Spurgeon have generally 
linked the two poets together. Though this is legitimate and 
results in some stimulating criticism and scholarship, its by­
product is a tendency to teike Keats out of his period. For 
example, Bradley makes the following observation;
I remember no sign that he [Keats] felt himself the inferior 
of any living poet except Wordsworth. How he thought of Byron, 
whom in boyhood he had admired, is obvious. When Shelley wrote, 
hinting a criticism, but referring to himself as excelled by 
Keats in genius, he returned the criticism without the compliment. 
His few references to Coleridge are critical, and his amusing 
description of Coleridge's talk is not more reverential than 
Carlyle's. Something, indeed, of the native pugnacity which his 
friends ascribe to him seems to show itself in his allusions to 
contemporaries, including even Wordsworth. Yet with all this, 
and with all his pride and his desire of fame, no letters extant 
breathe a more simple and natural modesty than these; and from end 
to end they exhibit hardly a trace, if any trace, either of the 
irritable vanity attributed to poets or of the sublime egotism of 
Milton and Wordsworth. He was of Shakespeare's tribe.*
The differences between Keats and his contemporaries are many and
* A.C.Bradley, Oxford Lectures on poetry, 1909> pp.210-1
well-known and have been investigated by a number of scholars.* 
While there is truth in all this, it is not the whole truth. 
Keats would not have been Keats, had he not lived in the early 
nineteenth century. Like any other poet he could not escape 
being a child of his time: he could not help being affected by 
'the Spirit of the Age* and in turn, by virtue of his poetical 
contribution, forming part of it, though Hazlitt, probably on 
account of his own seniority, did not think it fit to give Keats, 
or for that matter Shelley, a full-length portraiture in his 
panoramic review of an age.** Shelley himself says: 'Poets, not 
otherwise than philosophers, painters, sculptors, and musicians, 
are, in one sense, the creators, and, in another, the creations 
of their age. From this subjection the loftiest do not escape. 
There is a similarity between Homer and Hesiod, between Aeschylus 
and Euripides, between Virgil and Horace, between Dante and 
Petrarch, between Shakespeare and Fletcher, between Dryden and 
Pope; each has a generic resemblance under which their specific 
distinctions are arranged.'*** If Keats is with Shakespeare in
* For example, James Sutherland investigates the two types of 
poet as exemplified by Wordsworth and Keats in The Medium of Poetry, 
1934.
** Hazlitt championed Keats only incidentally in his account of 
Gifford, and though he did not appear to like Shelley's character, 
he included him in the Select British poets.
*** preface to Prometheus Unbound.
one sense (e.g. in negative capability), Keats is equally with 
his contemporaries in another, as the present study will show. 
Johnson begins his observations on Macbeth with this remark:
* In order to make a true Estimate of the Abilities and Merit of 
a Writer, it is always necessary to examine the Genius of his 
Age, and the Opinions of his Contemporaries.’* The main purpose 
of the present study is to put Keats back in his time, to see 
him among some of his contemporaries, to examine in what manner 
his work is affected by them or what similarity there is between 
his work and theirs, so that a better understanding of Keats* 
poetry may be arrived at, and a true estimate of Keats the poet 
may be made.
In any case, there is room for one more work on the poetry 
of Keats. In his study of Endymion Middleton Murry, with true 
Modesty, comes to the sad conclusion that ’we do not even yet 
understand the poem’.** In the course of my investigation, it 
will be seen, some problems are in my opinion solved. Let me give 
one example. A popular myth consecrated in T.S.Eliot’s words is 
this :
There is hardly one statement of Keats about poetry, which, 
when considered carefully and with due allowance for the difficulties
* Johnson, Miscellaneous Observations on the Tragedy of Macbeth,
1745.
** J.M.Murry, Keats, 1955» p.l66.
of communication, will not be found to be true; and what is more, 
true for greater and more mature poetry than anything that Keats 
ever wrote.*
The assumption that Keats the poet is intellectually inferior to 
Keats the letter-writer is a myth I shall make no explicit attempt 
to explode, but anyone who follows my argument will, I hope, find 
that it is implicitly refuted. Keats, out of admiration, once 
compares Edmund Kean to 'Wordsworth, or any other of our intellectual 
monopolists',** and it will be seen that Keats the poet is as 
intellectual as Wordsworth, if not more so: poet and letter-writer 
are intellectually always one.
In a way the present study will also serve to demonstrate how 
poetry is a mimetic art. Just as Wordsworth's debt to eighteenth- 
century poetry is considerable, so is Keats' debt to Wordsworth 
and other predecessors incalculable. Originality is precious, 
but the originality that really matters is the one that develops 
naturally out of tradition, not the one that ignores it.
Wordsworth's An Evening Walk and Descriptive Sketches, for example, 
are more in the tradition of eighteenth-century poetry than he is 
willing to admit. And Keats' poetry is generally built more on 
the foundation of his immediate predecessors, such as Wordsworth, 
Coleridge, Scott and Byron, than he publicly owns.
* T.S.Eliot, The Use of ^oetry and the Use of Criticism, 1933,
p.101.
** Cf. Keats' essay, 'On Edmund Kean As A Shakespearian Actor*,
The Champion, 21st December 1817*
I have used the terms 'contemporaries' and 'immediate 
predecessors' without distinction. Wordsworth, Coleridge, Scott 
and Byron happened to be both Keats' contemporaries and predeces­
sors; they had all established their reputation before the publica­
tion of Keats' first volume of poems in 1817. An interesting fact 
is that though they all outlived him they do not seem to have been 
influenced by him. Wordsworth's indifference to his younger 
contemporary is perhaps strikingly illustrated by the fact that 
a great part of the leaves of his copy of the 1817 Poems -- the 
copy presented to him by Keats with the inscription, 'To W. 
Wordsworth with the Author's sincere Reverence' —  was left 
uncut.* Coleridge might speak of 'poor Keats' and 'death in that 
hand' , but he was not disposed to refer to Keats' poetry or do 
anything to champion it.** Scott's last long poem Harold the 
Dauntless was published in the year Keats' first volume appeared; 
and with that Scott's poetical career was almost over. Byron, 
who once called Keats 'a tadpole of the Lakes', admitted that his 
indignation at Keats' depreciation of Pope had prevented him, until 
after Keats' death, from doing justice to Keats' poetical genius.***
* As Amy Lowell records upon information supplied by F. Holland 
Day, owner of that copy; see her John Keats, 1925, I, pp.126, 544.
** Cf. his Table Talk or his conversation with John Frere as 
recorded in 'A Talk with Coleridge', edited by E.M.Green in 
Cornhill Magazine, April 1917; or see any biography of Keats.
*** Cf. Byron's pamphlet, 'Some Observations upon an article in
Shelley, alone among the major contemporaries, both influenced 
Keats and was in turn influenced by him: mainly for this reason 
Shelley is here excluded.
The present study, as dictated by its nature, (as to fall in 
'blocks'. I shall, for the sake of convenience, divide it into 
two parts, the first part being devoted to the relationship 
between Keats and Wordsworth, a relationship thich extends almost 
throughout Keats' poetical career, and the second part to the 
relationship between Keats and the other contemporaries I have 
chosen for consideration. I shall also keep, as far as possible, 
to chronological order, in the hope that we may see in a better 
light the actual development of Keats' poetry in relation to his 
contemporaries; or, in other words, that we may watch more closely, 
as we go along, the part his contemporaries play in helping Keats 
to develop his poetry.
My available material is strictly confined to those works 
with which Keats was acquainted. I shall not be able to draw on 
The Prelude, for example, because it was not published till I85O 
and could not have been seen by Keats; nor could Keats have had 
access to Guilt and Sorrow and The Borderers, which, though 
Wordsworth's early works, were published in 1842. For Keats
Blackwood's Magazine, No.XXIX, August, 1819', and his manuscript
note on his attack on Keats, conveniently found in R.E.Prothero's 
edition of The Works of Lord Byron: Letters and Journals, IV, 491-3*
Wordsworth was the author mainly of An Evening Walk (1793), 
Descriptive Sketches (1793), the Lyrical Ballads (1798), poems 
in Two Volumes (1807), The Excursion (1814), The White Doe of 
Rylstone (1815), Peter Bell (1819) and The Waggoner (1819). 
Coleridge's Poems on Various Subjects first appeared in 1795; 
second and third editions, with additions and subtractions, 
followed in 1797 and I8O5. A quarto pamphlet containing Fears 
in Solitude, France; An Ode and Frost at Midnight was also published 
in 1798. But Keats may not have been aware of the existence of 
these early publications. For him Coleridge was probably 
represented by the Christabel volume (1816) and Sibylline Leaves 
(1817), which however included the contents of the editions of 
1797 and I8O5 and the poems published in the Lyrical Ballads of 
1798, 1800, and the quarto pamphlet of 1798. Keats should have 
been able to read all Scott's major poems: The Lay of the Last 
Minstrel (1805), Marmion (1808), The Lady of the Lake (1810),
Don Roderick (1811), Rokeby (1813), The Bridal of Triermain (1813), 
The Lord of the Isles (1815), and Harold the Dauntless (1817).
It is not certain if Keats read many of Scott's novels; he mentioned 
The Antiquary and dü not appear to like it. In any case, I shall 
confine myself to Scott's poems. In view of Keats' early passion 
for Byron, it seems that nothing published by Byron in Keats' 
lifetime could have escaped his notice, such as Hours of Idleness
8(1807), English Bards and Scotch Reviewers (1809), Childe Harold's 
pilgrimage (Cantos I and II, 1812, Canto III, 1816, and Canto IV, 
1818), The Curse of Minerva (1812), The Giaour (1815), The Bride 
of Abydos (1815), The Corsair (1814), Lara (1814), The Siege of 
Corinth (1816), Poems on his Domestic Circumstances (1816), 
Manfred (1817), The Lament of Tasso (1817), Beppo (1818), Mazeppa 
(1819) and Don Juan, Cantos I and II (1819). Keats could not 
have read the subsequent cantos of Don Juan, nor such plays as 
Marino Faliero (1821) , nor such mature poems as The Prophecy of 
Dante (1821) and The Vision of Judgment (1822). However, one 
cannot hope to trace the impact, if any, on Keats of all Byron's 
poems with which he was acquainted, and I shall find myself in a 
position to deal with only the major ones.
In deciding whether a work influenced Keats I shall rely 
heavily on his letters and less heavily on the writings of such 
friends as Leigh Hunt and Charles Brown as external evidence. 
Hazlitt's critical works, for which Keats is known to have had 
a profound admiration, will also provide a useful guide. But 
the more important evidence is internal evidence, for which I 
shall resort to verbal reminiscences and similarities of themes 
and ideas. A knowledge of biographical details will be assumed. 
But in order to see Keats in the proper perspective of his time
I shall have occasion to refer to the journals and periodicals 
of the early nineteenth century: this is partly an attempt to 








Keats' personal relationship with Wordsworth has been a 
sub.ject of particular interest in all biographies of Keats; and 
it is fully treated in a paper by C.D.Thorpe.* Wordsworth's 
poetical influence on Keats has also been briefly discussed by 
a number of critics, notably de Selincourt,** Colvin,*** Finney**** 
and Murry.***** But no one, I believe, has made as thorough a 
survey of this aspect of the two poets' relationship as one desires. 
For what has been done is mostly concentrated on verbal reminiscences. 
While these reminiscences are significant in themselves, there are 
also other ways in which a poet influences another. After having 
collected some such reminiscences Murry comes to believe: 'Such 
reminiscences, though surely worth collecting, belong rather to 
the surface of an influence of Wordsworth on Keats which, as I 
have come more deeply to appreciate Wordsworth's greatness, has 
appeared to me continually more subtle and more pervasive.'******
* Thorpe, 'Keats and Wordsworth: A Study in Personal and 
Critical Impressions', P.M.L.A., 1927*
** De Selincourt, The Poems of John Keats, rev. ed., 1936.
*** Colvin, John Keats, His Life and Poetry, 1917*
**** Finney, The Evolution of Keats's Poetry, 1936.
***** Murry, KoM-- •
****** Murry, op.cit., p.290.
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The same critic, who writes, 'The relation between Wordsworth 
and Keats is peculiarly intimate; and probably impossible to 
unravel',* has perhaps exaggerated the difficulty of such a 
study; but I should like to sound the same warning note, to show 
that the present study does not pretend to have completely 
unravelled what a prominent critic thinks to be an almost impos­
sible task.
It is not recorded when Keats first heard of Wordsworth. 
Cowden Clarke, his first poetical initiator and a sympathizer 
with the new school of poetry, might have in his discourses on 
poetry talked of the authors of the Lyrical Ballads, but there 
is no mention of Wordsworth among Clarke's list of books which 
Keats devoured in the school library at Enfield. Public recep­
tion of the Lyrical Ballads, though on the whole cordial, was not 
enthusiastic. Southey, probably thinking it to be entirely the 
work of Coleridge, wrote an ill-advised notice in The Critical 
Review for October 1798. But The British Critic for October 1799 
and February 1801 published favourable reviews written by 
Wordsworth's friend, Francis Wrangham; and The Monthly Review for 
June 1799 at least recognized the importance of the publication. 
Wordsworth's reputation, however, suffered at the hand of Jeffrey,
* Murry, op.cit., p.273*
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whose Edinburgh Review was founded in 1802. When Poems in Two 
Volumes came out in 160?, the full fury of Jeffrey's attack 
began. About The Excursion, which appeared in 1814, he made the 
notorious opening remark : 'This will never do.' Though Lamb's 
review of this long poem was accepted by The Quarterly, founded 
in 1809, it was apparently edited and altered by Gifford, so 
that Lamb complained that every 'warm expression is changed for 
a nasty cold one'. And the strange series of three articles, 
all written by John Wilson, in the newly-established Blackwood's 
for 1817 only did damage to Wordsworth's reputation and understand­
ably left the poet disgusted with the press. As an enthusiastic 
reader of Leigh Hunt's Examiner, however, Keats may have learned 
to admire Wordsworth's poetry from Hazlitt, whose long review of 
The Excursion appeared in The Examiner for 21st, 28th August and 
2nd October 1814.* 'There is,' wrote Hazlitt of Wordsworth, 'in 
his general sentiments and reflections on human life a depth, an 
originality, a truth, a beauty, and grandeur, both of conception 
and expression, which place him decidedly at the head of the poets 
of the present day, or rather which place him in a totally distinct 
class of excellence.' Such praise could not have escaped Keats' 
notice. In the 1814 edition of The Feast of the Poets Hunt had 
also said, 'Mr. Wordsworth is capable of being at the head of a
* This review, made less favourable, was reprinted in The Round 
Table, 1817.
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new and great age of poetry; and in point of fact, I do not deny 
that he is so already, as the greatest poet of the present.*
Though Hunt did not refer to The Excursion, which was not published 
till August, and though Hunt's admiration was confined to shorter 
pieces , such as The Female Vagrant, The Old Cumberland Beggar, 
Louisa, The Happy Warrior, To H.C., the sonnets entitled London, 
1802 and Composed upon Westminster Bridge, the sonnet, 'The world 
is too much with us', and the Ode to Duty (this position of Himt 
did not change even in his 1815 edition of The Feast of the poets, 
where he called Wordsworth 'the Prince of the Bards of his Time'), 
both Hazlitt and Hunt, one may suppose, helped Keats to see the 
true value of Wordsworth's poetry.
It is perhaps only natural that Keats, scarcely twenty years 
of age at the beginning of his poetical career, should be swayed 
by the critical opinions of Hazlitt and Hunt. In November 1816 
Keats wrote the sonnet, 'Great spirits now on earth are sojourn­
ing' , to express his admiration for Wordsworth (and also Hunt and 
Haydon). When Haydon proposed to send the sonnet to Wordsworth, 
Keats said: 'The Idea of your sending it to Wordsworth put me out 
of breath -- you know with what Reverence I would send my Well- 
wishes to him.'* Later he was to say that The Excursion, Haydon's 
pictures and Hazlitt's depth of taste were the three things he
* Letter to B.R.Haydon, 21 Nov. 18l6.
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rejoi&ced at in his age.*
Let us now turn to consider Hazlitt*s important review of 
The Excursion to see how it directly affects Keats* 1817 poems 
and indirectly his subsequent poetical work. Hazlitt with 
unusual insight had already pointed out Wordsworth's subjective 
method. He said of The Excursion; 'It is not so much a descrip­
tion of natural objects, as of the feelings associated with them, 
not an account of the manners of rural life, but the results of 
the poet's reflections on it. He does not present the reader with 
a distinct succession of images or incidents, but paints the out­
goings of his own heart, the shapings of his own fancy. He may 
be said to create his own materials: his thoughts are his real 
subject. His imagination broods over that which is "without form 
or void," and "makes it pregnant." He sees all things in his own 
mind; he contemplates effects in their causes, and passions in 
their principles. He hardly ever avails himself of striking 
subjects, or remarkable combinations of events, but in general 
rejects them as interfering with the workings of his own mind, as 
disturbing the smooth, deep, majestic current of his own feelings. 
Thus his descriptions of natural scenery are not brought home 
distinctly to the naked eye by forms and circumstances, but every 
object is seen through the medium of innumerable recollections.
* Cf. letter B.R.Haydon, 10 Jan. 1818, and letter to George and 
Thomas Keats, 13 Jan. 1818.
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is clothed with the haze of imagination like a glittering vapour, 
is obscured with the excess of glory, has the shadowy brightness 
of a waking dream.' Then with remarkable clarity he continued:
'An intense intellectual egotism swallows up everything. Even 
the dialogues introduced in the present volume are soliloquies 
of the same character, taking different views of the subject.
The recluse, the pastor, and the pedlar, are three persons in 
one poet. We ourselves disapprove of these "interlocutions between 
Lucius and Caius" as impertinent babbling, where there is no 
dramatic distinction of character. But the evident scope and 
tendency of Mr. Wordsworth's mind is the reverse of dramatic.'
Could this not be a warning to Keats? Temperamentally Keats 
was no doubt unlike Wordsworth; but without critical gjtidance,
I believe, Keats could not have so early found his own method, 
for even in his early poetry where Wordsworth's influence is 
strong there is little trace of the subjective element as seen in 
Wordsworth's poetry.
Next Hazlitt singled out for praise Wordsworth's passage on 
the origin of Greek mythology. Bailey's recollections of Keats' 
liking for it and his comments are well known.* perhaps Keats 
learned to admire this fine poetic outburst from Hazlitt, for in 
M s  review of 1814 Hazlitt quoted it lengthily as follows:
* See Rollins: The Keats Circle, 1949, Bailey's letter to R.M. 
Milnes, 7 May 1849*
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In that fair clime, the lonely herdsman, stretched 
On the soft grass through half a summer's day.
With music lulled his indolent repose:
And, in some fit of weariness, if he.
When his own breath was silent, chanced to hear 
A distant strain, far sweeter than the sounds 
Which his poor skill could make, his fancy fetched, 
Even from the blazing chariot of the sun,
A beardless Youth, who touched a golden lute.
And filled the illumined groves with ravishment.
The nightly hunter, lifting a bright eye 
Up towards the crescent moon, with grateful heart 
Called on the lovely wanderer who bestowed 
That timely light, to share his joyous sport:
And hence, a beaming Goddess with her Nymphs 
Across the lawn and through the darksome grove,
Not unaccompanied with tuneful notes 
By echo multiplied from rock or cave.
Swept in the storm of chase; as moon and stars 
Glance rapidly along the clouded heaven,
When winds are blowing strong. The traveller slaked 
His thirst from rill or gushing fount, and thanked 
The Naiad. Sunbeams, upon distant hills 
Gliding apace, with shadows in their train.
Might, with small help from fancy, be transformed 
Into fleet Oreads sporting visibly.
The Zephyrs fanning, as they passed, their wings, 
Lacked not, for love, fair objects whom they wooed 
With gentle whisper. Withered beughs grotesque. 
Stripped of their leaves and twigs by hoary age.
19
Prom depth of shaggy covert peeping forth 
In the low vale, or on steep mountain-side,
And, sometimes, intermixed with stirring horns 
Of the live deer, or goat's depending heard, -- 
These were the lurking Satyrs, a wild brood 
Of gamesome Deities; or pan himself,
The simple shepherd's awe-inspiring Godl*
Hazlitt's comments: 'The foregoing is one of a succession of 
splendid passages, equally enriched with philosophy and poetry, 
tracing the fictions of Eastern mythology to the immediate 
intercourse of the imagination with Nature, and to the habitual 
propensity in the human mind to endow the outward forms of being 
with life and conscious motion. With this expansive and animating 
principle, Mr. W. has forcibly, but somewhat severely, contrasted 
the cold, narrow, lifeless spirit of modern philosophy.'
It is well known what effect Wordsworth's passage on
Greek mythology had on Keats. Hunt, reviewing the Poems of 1817
/
in. The Examiner, spoke of 'I stood tip-toe' as 'ending with an 
allusion to the story of Endymion and to the origin of other 
lovely tales of mythology, on the ground suggested by Mr. Words­
worth in a beautiful passage of his Excursion.' The passage in 
question is the one quoted by Hazlitt. It is not unlikely that 
Wordsworth's influence on Keats in this aspect was made secure
* The Excursion, IV, 851-87»
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with the approval of Hazlitt. And the influence was so profound 
that it is scarcely an exaggeration to say that Keats' entire 
poetical outlook was affected. Hazlitt's comments^llso^elped 
to sharpen Keats' awareness of the conflict between the sensualism
as exemplified in Greek mythology and 'the cold, narrow, lifeless 
spirit of modern philosophy'. In a msinner, then, Keats was 
encouraged by the older poet to look with favour upo# the spirit 
of Greek mythology. Of course, Greek mythology had fascinated 
Keats' childhood, and temperamentally he was nearer the Greek 
attitude to life than Wordsworth. As de Selincourt has said, 
'The expression of truth in forms essentially beautiful, the 
spontaneous unquestioning delight in the life of nature and its 
incarnation in forms human but of more than human loveliness, 
made the pagan creed, outworn to Wordsworth, retain for Keats 
all its freshness and its vitality'. *
Another major criticism which Hazlitt made about Wordsworth 
and which may have had permanent influence upon Keats is Words­
worth's attitude to the simple cottager. Hazlitt said: 'However 
we may sympathise with Mr. Wordsworth in his attachment to groves 
and fields, we cannot extend the same admiration to their 
inhabitants, or the manners of a country life in general. We 
go along with him, while he is the subject of his own narrative,
* De Selincourt, op.cit., p.xliii.
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but we take leave of him when he makes pedlars and ploughmen 
his heroes, and the interpreters of his sentiments,' Then comes 
the searching analysis of the character of country-people, xw-H, 
aimed at discrediting the poet's heroes. 'All country-people 
hate each other,' Hazlitt claimed, and ended his observation in 
these words: 'If the inhabitants of the mountainous districts, 
described by Mr. Wordsworth, are less gross and sensual than 
others, they are more selfish. Their egotism becomes more concen­
trated, as they are more insulated, and their purposes more in­
veterate, as they have less competition to struggle with. The 
weight of matter which surrounds them crushes the finer sympathies, 
Their minds become hard and cold, like the rocks which they 
cultivate. The immensity of their mountains makes the human form 
appear little and insignificant. Men are seen crawling between 
heaven and earth, like insects, to their graves. Nor do they 
regard one another more than flies on a wall. Their physiognomy 
expresses the materialism of their character, which has only one 
principle -- rigid self-will. They move on, with their eyes and 
foreheads fixed, looking neither to the right nor to the left, 
with a heavy slouch in their gait, and seeming as if nothing would 
divert them from their path. We do not admire this plodding 
pertinacity, always directed to the main chance. There is nothing 
which excites so little sympathy in our minds, as exclusive 
selfishness.* *
* Jeffrey was also hostile to Wordsworth's treatment of country
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Such an outburst of disillusionment may have affected Keats' 
selection of heroes, among whom there is hardly one who can be 
called a simple cottager: it seems as if Hazlitt had cleared the
people: 'Why should Mr Wordsworth have made his hero a superannuated 
Pedlar? What but the most wretched and provoking perversity of 
taste and judgment, could induce any one to place his chosen 
advocate of wisdom and virtue in so absurd and fantastic a condition? 
Did Mr Wordsworth really imagine, that his favourite doctrines 
were likely to gain any thing in point of effect or authority by 
being put into the mouth of a person accustomed to higgle about 
tape, or brass sleeve-buttons? A man who went about selling
flannel and pocket-handkerchiefs in this lofty diction, would 
soon frighten away all his customers; and would infallibly pass 
either for a madman, or for some learned and affected gentleman, 
who, in a frolic, had taken up a character which he was peculiarly 
ill qualified for supporting.' (The Edinburgh Review, XLVII,
November 1814, pp.29-50•)
Merivale likewise attacked the introduction of the Pedlar:
'If any reader, even with "Heron's Tour in Scotland" by his side, 
can make up his mind to believe that a pedlar would, in his 
ordinary conversation, use such language as Mr. Wordsworth puts 
into the mouth of this honest brother of the scrip and wallet.
Pedlar let him remain, in good sooth: but, till it has been our 
fortune to meet such another, we cannot place implicit faith in 
his existence.' (The Monthly Review, LXXVI, February 1815, p.128.)
Hunt, in his notes to the 1814 edition of The Feast of the 
Poets, also showed a distaste for 'Idiot Boys, Mad Mothers,
Wandering Jews, Visitations of Ague, and Frenzied Mariners, who 
are fated to accost us with tales that almost make one's faculties 
topple over'; but there was no open attack on the simple cottager.
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field of country people for the habitation of Flora and old pan 
as seen in the I8I7 Poems. For after rejecting Wordsworth* s 
heroes it was perhaps natural that Keats should be delighted to 
find himself, as an alternative, in the world of Greek mythology, 
recommended, as it were, also by Wordsworth, but through Hazlitt.
Thus, Keats was early helped to recognise the merits and 
limitations of Wordsworth's poetic genius. At least before 
his first published poem, he knew the subjective method as 
practised by Wordsworth, which finally led to the definition 
of his own poetical character as distinguished from 'the Words­
worthian or egotistical sublime'; he knew the use his imagination 
could make of Greek mythology, since it suited his temperament 
'to endow the outward forms of being with life and conscious 
motion'; he also knew the weaknesses of unduly exalting the 
simple country people, who might be innocent and pure, but 
ignorant and narrow-minded, after he had had a glimpse of the 
brightness and liveliness of the world of Apollo and Cynthia, 
Dryads and Naiads, Oreads and Zephyrs, Satyrs and Pan. Above 
all, he recognized Wordsworth as at the head of the new movement
of English poetry.
Before Keats' sonnet On Solitude was published in The 
Examiner in I8I6, there had already appeared in the same 
periodical in the same year three of Wordsworth's sonnets, includ­
ing the one addressed to Haydon. Wordsworth had paid a visit to
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Hunt when the latter was living in Edgeware Road after leaving 
prison, and some sort of alliance was felt between the two.
Keats, both as reader and contributor of The Examiner, in a way 
became associated with Wordsworth. It is significant that his 
sonnet On Solitude, his first published poem, is Wordsworthian 
in outlook. Solitude has been a theme probably ever since 
poetry was written, but I believe Keats composed this poem 
chiefly with Wordsworth in mind. In Hazlitt's review of Words­
worth is such a passage: 'It is as if there were nothing but 
himself and the universe. He lives in the busy solitude of his 
own thought. His imagination lends life and feeling only to 
"the bare trees and mountains bare," peoples the viewless tracts 
of air, and converses with the silent clouds!' It is then 
possible that Wordsworth came to Keats' mind pre-eminently as a 
poet of solitude. After all, a nature-poet who dislikes city 
life is somehow looked upon as a solitary figure, and Keats' 
sonnet, in spite of its title, is in reality a call for a return 
to nature rather than a love for complete solitude. The image 
of 'the wild bee from the foxglove bell', as has been noted, is 
an echo of Wordsworth's prefatory Sonnet, in which we have these 
lines:
Bees that soar for bloom.
High as the highest peak of Furness Fells,
Will murmur by the hour in Foxglove bells.
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Yet, Wordsworth's influence on Keats in this sonnet may even he 
more profound.
climb with me the steep, -- 
Nature's observatory —  whence the dell.
Its flowery slopes, its river's crystal swell.
May seem a span; let me thy vigils keep 
'Mongst boughs pavillion'd, where the deer's swift leap 
Startles the wild bee from the fox-glove bell.
One may suppose this is an invitation, not unnaturally, to The 
Excursion. Our evidence , when isolated, will matter little , 
but it is the total impression that counts. The passage concerned, 
as we shall again see, has left indelible mark in Keats' poetry 
at this stage of his poetical career; it is however too long to 
be quoted entire. It is the episode in the ninth book, when, at 
the suggestion of the Pastor's wife, the company paid a visit 
to Lake Windermere. 'The gentle Lady said,' begins this passage,
"Behold the shades of afternoon have fallen 
Upon this flowery slope; and see —  beyond -- 
The silvery lake is streaked with placid blue;
As if preparing for the peace of evening.
How temptingly the landscape shines! The air 
Breathes invitation; easy is the walk 
To the lake's margin, where a boat lies moored 




And down the vale along the streamlet's edge 
Pursued our way, a broken company,
Mute or conversing, single or in pairs.
Thus having reached a bridge, that overarched 
The hasty rivulet where it lay becalmed 
In a deep pool, by happy chance we saw 
A twofold image; on a grassy bank 
A snow-white ram, and in the crystal flood 
Another and the same! Most beautiful,
On the green turf, with his imperial front 
Shaggy and bold, and wreathed horns superb.
The breathing creature stood; as beautiful.
Beneath him, showed his shadowy counterpart.
Each had his glowing mountains, each his sky.
And each seemed centre of his own fair world:
Antipodes unconscious of each other.
Yet, in partition, with their several spheres.
Blended in perfect stillness, to our sight!
The party went sailing on the lake, and after kindling a gypsy- 
fire on the shore of a little island they sanè, and played, and 
gathered flowers from land and water. Tired of this, they 
re-embarked to seek other scenes.
Right across the lake 
Our pinnace moves; then, coasting creek and bay,
Glades we behold, and into thickets peep.
Where couch the spotted deer; or raised our eyes 
To shaggy steeps on which the careless goat 
Browsed by the side of dashing waterfalls;
27
And thus the bark, meandering with the shore.
Pursued her voyage, till a natural pier 
Of jutting rock invited us to land.
Alert to follow as the Pastor led,
We clomb a green hill's side; and, as we clomb.
The Valley, opening out her bosom, gave 
Fair prospect, intercepted less and less.
O'er the flat meadows and indented coast 
Of the smooth lake, in compass seen.
The whole passage (IX, 418-608) is perhaps as beautiful and 
memorable as any passage of equal length in The Prelude.* it is 
doubtful if Keats heard any recitation of The Prelude, as Colvin 
suspects he might, but without The Excursion the course of English 
poetry might have been different. Here the climbing of the party 
may have supplied Keats, in his first published poem, with the 
image,
climb with me the steep, —
Nature's Observatory.
The word 'steep* is reminiscent of Wordsworth's 'shaggy steeps'. 
The Way the valley gave a fair prospect in Wordsworth's passage 
may have suggested 'Nature's Observatory'. 'Flowery slopes', 
which Keats has in the fifth line, can be found at the beginning 
of Wordsworth's passage quoted above, and 'flowery' is Wordsworth's 
characteristic epithet here. Then, 'the crystal flood' of 'the
* Even Jeffrey, quoting some of these lines, found them 'a fine 
epitome of a lake voyage'. (Cf. his article in The Edinburgh Review 
referred to before.)
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hasty rivulet* may have suggested Keats' 'river's crystal swell'; 
in any case, 'crystal' is here Wordsworth's key-word: note 
'crystal water' in line 491 and 'crystal Mere' in line 701.
Nor is the deer or the goat lacking to enliven the rural scene 
in both Wordsworth and Keats.
The Excursion was intended to be part of 'a philosophical 
poem, containing views of Man, Nature, and Society': its didactic 
nature is manifest. It may be looked upon as a sermon on the 
necessity, while one rejoisces in nature, of living among fellow 
men. *
A piteous lot it were to flee from Man —
Yet not rejoine in Nature.**
Even the sestet of Keats' sonnet, then, reminds one of Wordsworth, 
though it is not at all certain what Keats means by 'an innocent 
mind':
But though I'll gladly trace these scenes with thee,
Yet the sweet converse of an innocent mind,
Whose words are images of thoughts refin'd.
Is my soul's pleasure; and it sure must be 
Almost the highest bliss of human-kind.
When to thy haunts two kindred spirits flee.
It may be seen that in this sonnet Keats does not aim at
* Colvin, speaking of Wordsworth's influence on Endymion, makes
the same point. Cf. his John Keats, pp.235-4.
** The Excursion, IV, 575-6»
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originality: he is content to follow in the footsteps of his 
predecessor, without even a thought of departure at this moment. 
Images from nature as found in Wordsworth's poetry crowd into 
his mind, and one doubts if a rigorous selection has been made.
The next poem which Keats wrote is also partly Wordsworthian 
in sentiment. It is his Epistle to George Felton Mathew, in 
which he expresses his fear that his medical studies in the city 
would deprive him of the pleasure of 'soft Lydian airs'. Again, 
he yearns to leave the 'dark city' so that he may woo the favour 
of the Muse in nature :
Ah! surely it must be whene'er I find
Some flowery spot, sequester'd, wild, romantic.
That often must have seen a poet frantic;
Where oaks, that erst the Druid knew, are growing.
And flowers, the glory of one day, are blowing.*
That spot, 'sequester'd, wild, romantic', may recall a similar 
spot in Coleridge's Kubla Khan;
But oh: that deep romantic chasm which slanted 
Down the green hill athwart a cedarn cover:
But to see glory in flowers is typical of Wordsworth, and we are 
also reminded of the Immortality ode:
Of splendour in the grass, of glory in the flower.
* Epistle to George Felton Mathew, 56-40.
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It is however a mistake to assume that Keats is thoroughly 
Wordsworthian: other influences must he reckoned with. His 
style at this time, for example, shows the traces of Spenser,
Marlowe, Drayton, Browne of Tavistock, the Shakespeare of A 
Midsummer Night's Dream, the eighteenth-century poets, Mary Tighe, 
Chatterton and Leigh Hunt. He could write the three sonnets on 
woman, and end his Epistle to George Felton Mathew in a rather 
conventional manner.
While there is no doubt that the writing of Calidore with 
all its chivalrous element was inspired by Spenser and Hunt, it 
is not altogether conjecture, perhaps, that Keats owed the 
setting more to Wordsworth than to anyone else. Keats did not 
visit the Lakes till June 1818; so what he wrote about lakes* rr
before that date could not possibly be drawn from direct observation. 
The general outline of the lake in Calidore may then have been a 
reminiscence of Wordsworth's description of Lake Windermere in a 
passage in the ninth book of The Excursion I have previously 
referred to:
Soon as the reedy marge 
Was cleared, I dipped, with arms accordant, oars 
Free from obstruction; and the boat advanced 
Through crystal water, smoothly as a hawk,
That, disentangled from the shady boughs 
Of some thick wood, her place of covert, cleaves 
With correspondent wings the abyss of air.
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—  'Observe,' the Vicar said, 'yon rocky isle 
With birch-trees fringed; my hand shall guide the helm. 
While thitherward we shape our course; or while 
We seek that other, on the western shore;
Where the bare columns of those lofty firs,
Supporting gracefully a massy dome 
Of sombre foliage, seem to imitate 
A Grecian temple rising from the Deep.'
'Turn where we may,' said I, 'we cannot err 
In this delicious region.' —  Cultured slopes.
Wild tracts of forest-ground, and scattered groves.
And mountains bare, or clothed with ancient woods, 
Surrounded us; and, as we held our way 
Along the level of the glassy flood.
They ceased not to surround us; change of place.
From kindred features diversely combined.
Producing change of beauty ever new.*
Let us now turn to Keats' description of the lake in Calidore;
Young Calidore is paddling o'er the lake;
His healthful spirit eager and awake 
To feel the beauty of a silent eve,
Which seem'd full loath this happy world to leave;
The light dwelt o'er the scene so lingeringly.
He bares his forehead to the cool blue sky.
And smiles at the far clearness all around.
Until his heart is well nigh over wound.
And turns for calmness to the pleasant green 
Of easy slopes, and shadowy trees that lean 
So elegantly o'er the waters' brim
* The Excursion, IX,488-511.
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And show their blossoms trim. ...
And now the sharp keel of his little boat 
Comes up with ripple, and with easy float.
And glides into a bed of water lillies:
Broad leav'd are they and their white canopies 
Are upward turn'd to catch the heavens' dew.
Near to a little island's point they grew;
Whence Calidore might have the goodliest view 
Of this sweet spot of earth. The bowery shore 
Went off in gentle windings to the hoar 
And light blue mountains: but no breathing man 
With a warm heart, and eye prepared to scan 
Nature's clear beauty, could pass lightly by 
Objects that look'd out so invitingly 
On either side. These, gentle Calidore 
Greeted, as he had known them long before.
The sidelong view of swelling leafiness,
Which the glad setting sun in gold doth dress; 
Whence ever and anon the jay outsprings,
And scales upon the beauty of its wings.
The lonely turret, shatter'd, and outworn.
Stands venerably proud; too proud to mounn 
Its long lost grandeur: fir trees grow qround. 
Aye dropping their hard fruit upon the ground. 
The little chapel with the cross above 
Upholding wreaths of ivy; the white dove,
That on the window spreads his feathers light. 
And seems from purple clouds to wing its flight. 
Green tufted islands casting their soft shades 
Across the lake ; sequester'd leafy glades,
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That through the dimness of their twilight show 
Large dock leaves, spiral foxgloves, or the glow 
Of the wild cat's eyes, or the silvery stems 
Of delicate birch trees, or long grass which hems 
A little brook.*
As seen from the above two passages, boating delights both 
Wordsworth and Keats: young Calidore paddles over the lake with 
as much spirit as Wordsworth's party. And the lakes remarkably 
resemble each other. Both are fringed with trees, both with firs 
given honour of special mention. Both lakes have little islands: 
Wordsworth's 'rocky isle' grows birch-trees, so do Keatd 'green 
tufted islands' in their 'leafy luxury'. Mountains are not omitted 
in both: Keats' 'hoar and light blue mountains' remind one of 
those in the Lake District. Then both Wordsworth and Keats aæe 
are architecturally-minded. Wordsworth later in the passage 
speaks of
the old Church-tower,
In majesty presiding over fields.**
For Keats,
The lonely turret, shatter'd, and outworn.
Stands venerably proud.
* Calidore, 1-52.
** The Excursion, IX, 575-6.
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Some more parallels reinforce one's general impression 
that in Calidore Keats is as much indebted to Wordsworth as to 
Spenser and Hunt. Keats' 'trumpet's silver voice' in line 55 
is a reminiscence of Wordsworth's use of the same expression in 
this line:
Her silver voice was heard upon the earth.*
Then, in the sonnet Composed upon Westminster Bridge Wordsworth 
has --
Dull would he be of soul who could pass by 
A sight so touching in its majesty.
And Keats has --
but no breathing man 
With a warm heart, and eye prepared to scan 
Nature's clear beauty, could pass lightly by 
Objects that look'd out so invitingly 
On either side.
Keats' lines resemble those of Wordsworth in their sentiment of 
admiration and turn of phrasing: this is conscious imitation.
Another example of conscious imitation has been pointed out 
by Finney, who sees the images of the soul dancing with exultation 
and heart dancing with pleasure in the Induction and the first 
sonnet on woman as derived from Wordsworth's Daffodils, in which
* Ibid. , III, 482.
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the verses,
And then my heart with pleasure fills 
And dances with the daffodils,
are ancestor to the lines in the Induction,
And always does my heart with pleasure dance,
When I think on thy noble countenance,
and these lines in the sonnet,
E'en then, elate, my spirit leaps, and prances.
E'en then my soul with exultation dances.
In the Induction and Calidore Keats has not yet passed through 
the stage of imitation, but his models, it is only fair to say, 
have been chosen with true taste and insight, and such passages 
as I have quoted from Wordsworth undoubtedly have high poetical 
quality, not excelled by anything of their kind.
In the Elgin Marbles controversy Haydon received powerful 
support from his friends and admirers. In December 1816 Wordsworth 
wrote him a letter of encouragement and enclosed a personal sonnet. 
This sonnet, published in The Examiner for 31st March that year, 
might have prompted Keats to address Haydon in a rather similar 
manner. The following is Wordsworth's sonnet as printed in 
The Examiner;
High is our calling. FriendI —  Creative Art 
(Whether the instrument of words she use.
36
Or pencil pregnant with ethereal hues,)
Demands the service of a Mind and Heart,
Though sensitive, yet in their weakest part
Heroically fashion'd, -- to infuse
Faith in the whispers of the lonely Muse,
While the whole world seems adverse to Desert.
And, Oh: when Nature sinks, as oft she may.
Through long-lived pressure of obscure distress.
Still to be strenuous for the bright reward.
And in the soul admit of no decay.
Brook no continuance of weak-mindedness, -- 
Great is the Glory, for the strife is hard!
And here is Keats' sonnet:
Highmindedness, a jealousy for good,
A loving-kindness for the great man's fame.
Dwells here and there with people of no name.
In noisome alley, and in pathless wood:
And where we think the truth least understood.
Oft may be found a "singleness of aim",
That ought to frighten into hooded shame 
A money-mong'ring, pitiable brood.
How glorious this affection for the cause 
Of stedfast genius, toiling gallantly!
What when a stout unbending champion awes 
Envy, and Malice to their native sty?
Unnumber'd souls breathe out a still applause.
Proud to.behold him in his country's eye.
'Singleness of aim', as Garrod notes, is a quotation from
Wordsworth's Character of the Happy Warrior, a poem not unnaturally
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recalled to Keats* mind where a battle, as it were, was concerned. 
The very first word, 'highmindedness*, is reminiscent of the 
opening of Wordsworth's sonnet, 'High is our calling', and is 
probably a response to the call.
Brook no continuance of weak-mindedness.
The lines.
How glorious this affection for the cause 
Of stedfast genius, toiling gallantly,
are perhaps an echo of Wordsworth's last line.
Great is the glory, for the strife is hard!
Another sonnet of Keats', also addressed to Haydon, who sent 
it to Wordsworth, includes the well-known tribute to the Lake poet 
and Hunt. In a way this poem can be regarded as a document which 
sheds light on Keats' views of these two contemporaries. He looked 
upon Wordsworth fiÿst and foremost as a nature-poet:
He of the cloud, the cataract, the lake,
Who on Helvellyn's summit, wide awake.
Catches his freshness from Archangel's wing.
In matters social and political, Keats was however the disciple 
of Hunt ; though Hunt's love of nature was also referred to;
He of the rose, the violet, the spring.
The social smile, the chain for Freedom's sake.
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The importance of this difference is perhaps th&t Wordsworth's 
influence on Keats at that time was more or less a purely 
poetical one; for Keats, as for Wordsworth, nature was a source 
of inspiration.
Sleep and Poetry, defining Keats' poetical concept and the 
course of his ambition at that time, was inevitably subject to 
the influence of both Hunt and Wordsworth, because this poem, 
conceived on a sleepless night on the sofa in Hunt's study, is 
physically associated with Hunt, its Wordsworthian element has 
been underestimated. After listing the pleasures which sleep 
provides, Keats asks:
But what is higher beyond thought than thee?
Fresher than berries of a mountain tree?
More strange, more beautiful, more smooth, more regal,
Than wings of swans, than doves, than dim-seen eagle?
What is it? And to what shall I compare it?
Keats' first thought in answer to the question reminds one of 
Wordsworth:
It has a glory, and nought else can share it.
We have noted an echo of the Immortality ode.* Keats knew the 
poem, as he must have read Hunt's notes to the 1814 edition of 
The Feast of the Poets and Hazlitt's review of The Excursion in 
The Examiner in 1814* Both had quoted the last two lines of 
Wordsworth's ode with approval. And in the line quoted above
* c f . p •29•
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'glory* may have been a reminiscence of the ode. Perhaps this 
impression is strengthened later on by Keats' desire 'to find out 
an immortality' through poetic imagination. The glory which 
Wordsworth saw and which for him las now passed away is the 
subject of the following;
There was a time when meadow, grove, and stream,
The earth, and every common sight.
To me did seem 
Apparelled in celestial light,
The glory and the freshness of a dream.
It is not now as it hath been of yore; —
Turn wheresoe'er I may.
By night or day.
The things which I have seen I now can see no more.
The Rainbow comes and goes.
And lovely is the Rose,
The Moon doth with delight 
Look round her when the heavens are bare,
Waters on a starry night 
Are beautiful and fair;
The sunshine is a glorious birth;
But yet I know, where'er I go.
That there hath past away a glory from the earth.
Such glory is also what Keats sees in nature and poetry. He echoes 
the last line in the passage quoted above in the first line of his 
1817 Dedication^oem:
Glory and loveliness have passed away.
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This line, the first one in his first book of poems, is like a 
pointer indicating the direction in which Keats was moving.
Keats was moving with Wordsworth and Hunt at that time, for 
'Glory' reminds one of Wordsworth and 'loveliness' of Hunt.
Matthew Arnold, I think, has rightly interpreted Wordsworth 
as one who feels the joy of life. The Excursion is optimistic 
in spirit; and so are such important poems as the Immortality 
ode and Tintern Abbey. Wordsworth is convinced that nature would 
never betray him:
'tis her privilege.
Through all the years of this our life, to lead 
From joy to joy.*
The #ory and joy which poetry can give to life are what Keats is 
thinking of, when in Sleep and ^oetry he continues:
Sometimes it gives a glory to the voice.
And from the heart up-springs 'Rejoice! rejoice!'
Having asked what is higher than the pleasure of sleep, as 
we have seen, Keats here answers, without yet naming 'Poesy':
No one who once the glorious sun has seen.
And all the clouds, and felt his bosom clean 
For his great Maker's presence, but must know 
What 'tis I mean, and feel his being glow:
Therefore no insult will I give his spirit,
By telling what he sees from native merit.
* Tintern Abbey, I23-5.
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To equate poetry with the loveliness of nature is what we may 
expect from a disciple of Hunt, but to equate poetry with the 
glory of nature (as symbolized in the sun and clouds) which
carries a religious sentiment (as seen in 'his bosom clean for
his great Maker's presence*) is not Huntian. I believe Keats 
probably had in mind the last book of The Excursion, which, with 
all its influence upon him, was to him a supreme example of 
poetic achievement. The passage here concerned describes the 
glorious setting sun which provoked the pastor's 'holy transport', 
after he and his friends had spent some time on the lake.
Already had the sun.
Sinking with less than ordinary state.
Attained his western bound; but rays of light --
Now suddenly diverging from the orb
Retired behind the mountain-tops or veiled 
By the dense air —  shot upwards to the crown 
Of the blue firmament —  aloft, and wide:
And multitudes of little floating clouds.
Through.their ethereal texture pierced —  ere we.
Who saw, of change were conscious —  had become 
Vivid as fire; clouds separately poised, —
Innumerable multitude of forms
Scattered through half the circle of the sky;
And giving back, and shedding each on each,
With prodigal communion, the bright hues 
Which from the unapparent fount of glory 
They had imbibed, and ceased not to receive.
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That which the heavens displayed, the liquid deep 
Repeated; hut with unity sublime!*
The passage quoted above, as can be seen, has a religious touch.
In any case, Wordsworth's liking for the clouds sufficiently 
impressed Keats ^  to make him associate the older poet with 
them in his sonnet 'Great spirits now on earth are sojourning';
'He of the cloud, the cataract, the lake.'
The Pastor in the last book of The Excursion saw the setting 
sun on a mountain-top. Wordsworth's love of mountain-tops is 
further seen in such poems as the sonnet 'How clear, how keen’. 
Keats has spoken of Wordsworth as one 'on Helvellyn's summit'.
And in Sleep and Poetry Keats' next few lines, with the image of 
a mountain-top and glory and splendour, again have a Wordsworthian 
ring;
0 Poesy! for thee I hold my pen
That am not yet a glorious denizen
Of thy wide heaven -- Should I rather kneel
Upon some mountain-top until I feel
A|glowing splendour round about me hung.
And echo back the voice of thine own tongue?
After promising to himself that he would seize the events of this 
wide world like a strong giant,
and my spirit teaze
\
* The Excursion, IX, 8^ 4- 69*
“ Go'ï
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Till at its shoulders it should proudly see 
Wings to find out an immortality,
Keats pauses*
Stop and consider!
As he considers, the last word, 'immortality*, already reminiscent 
of Wordsworth's Immortality ode, may have brought him back to 
Wordsworth, and to a sense of the transience of human life. 
Wordsworth has —
And longest life is but a day.*
So Keats has --
Life is but a day.
Yet, Keats' attitude to life is a more pagan one than Wordsworth's; 
and when he further considers life, he does so in rich imagery 
which recalls the Elizabethan poets.
The similarity between the three stages of life outlined 
in Tintern Abbey and those in Sleep and Poetry has been pointed 
out by Bridges** and others. It is however not without interest 
to see in what way Keats is here indebted to Wordsworth. First, 
Wordsworth stresses the carefree, animal aspect of childhood:
* Rob Roy'8 Grave, 54.
** Cf. R. Bridges, John Keats; A Critical Study, 1895, pp.25-9.
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The coarser pleasures of my hoyish days,
And their glad animal movements all gone hy.
Wordsworth is obviously content with mere generalizations, hut 
Keats, with his love for details, specifies these 'glad animal
movement sü',
V
A laughing school-hoy, without grief or care.
Riding the springy branches of an elm.
This image of a school-hoy lends concreteness to our concept 
of childhood. Here we have the characteristic approaches of the 
two poets. Keats just borrows the idea and fashions his poetry 
in his own manner.
The second stage, youth, for Wordsworth is like this;
The sounding cataract 
Haunted me like a passion; the tall rock.
The mountain, and the deep and gloomy wood.
Their colours and their forms, were then to me 
An appetite; a feeling and a love.
That had no need of a remoter charm.
By thought supplied, nor any interest 
Unhorrowed from the eye. —  That time is past,
And all its aching joys are now no more.
And all its dizzy raptures.
Keats, himself still a young man, has no memory to révive, and he 
describes what he is;
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First the realm I'll pass 
Of Flora, and old Pan: sleep in the grass.
Feed upon apples red, and strawberries,
And choose each pleasure that my fancy sees.
Both Wordsworth and Keats emphasize the pleasures nature gives 
to youth through the senses; at the same time there is this 
difference between them: Wordsworth, feeding on the colours and 
forms of nature, has no need of 'any interest unborrowed from the 
eye', while Keats, who has not got Wordsworth's long relationship 
with nature, characteristically interprets these colours and forms 
in terms of classical mythology. True to experience, Keats' 
second stage is and has to be different from that of Wordsworth.
Yet Keats' last stage, manhood, bears a striking resemblance 
to Wordsworth's; both pass from thoughtless love of nature to 
the theme of humanity. Here is Wordsworth's mature thought:
For I have learned 
To look on nature, not as in the hour 
Of thoughtless youth; but hearing oftentimes 
The still, sad music of humanity,
Nor harsh nor grating, though of ample power 
To chasten and subdue. And I have felt 
A presence that disturbs me with the joy 
Of elevated thoughts; a sense sublime 
Of something far more deeply interfused.
Whose dwelling is the light of setting suns,
And the round ocean and the living air.
And the blue sky, and in the mind of man:
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A motion and a spirit, that impels
All thinking things, all objects of all thought,
And rolls through all things.
Keats bids the joys of youth farewell and says courageously:
Yes, I must pass them for a nobler life.
Where I may find the agonies, the strife 
Of human hearts.
How Wordsworth helps to deepen Keats* poetry, it is difficult 
to estimate. The realm of Flora and old Pan, as seen in the 
1817 Poems, may still be the country over which Endymion wanders, 
yet at the same time^ in that bold adventure,exploration of the 
dark passages of human hearts in manners not entirely unlike those 
in The Excursion is already attempted.
An attack on Pope follows, and a cordial welcome is extended 
to the new school of poetry. About some eighteenth-century poets 
Keats says:
Ah dismal soul'dl 
The winds of heaven blew, the ocean roll'd 
Its gathering waves —  ye felt it not. The blue 
Bared its eternal bosom, and the dew 
Of summer nights collected still to make 
The morning precious: beauty was awake I
It has been pointed out that the image of the sea baring its eternal 
bosom is a borrowing from Wordsworth's sonnet 'The world is "too
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much with us * :
The sea that hares her hosom to the moon .,.
It moves us not.
De Selincourt finds that 'the spirit of both passages is intensely 
similar'. He goes on: 'It is noticeable however that Wordsworth, 
the pioneer of the new literary movement, gives his words a far 
more universal significance and contrasts the imaginative temper 
with the trivial worldliness always with us, whilst Keats contrasts 
the imaginative qualities of two succeeding ages as illustrative 
of their general character, having Wordsworth himself to look to 
as evidence of the imaginative life of his own time.'* What is 
also interesting is that thus with Wordsworth in mind Keats' 
imagination may have travelled to the fragment of The Recluse 
which is given in the Preface to The Excursion, for there the 
theme of the beauty of nature is outlined in these words:
Beauty —  a living Presence of the earth.
Surpassing the most fair ideal Forms
Which craft of delicate Spirits hath composed
From earth's materials —  waits upon my steps.
Keats' exclamation, 'Beauty was awake %' may have been an eager 
answer to Wordsworth's call.
Having dismissed the older poetical school, Keats' reflects
* De Selincourt, op.cit. , p.408.
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with comfort:
ÜOW 'tis a fairer season; ye have breathed 
Rich benedictions o'er us; ye have wreathed 
Fresh garlands; for sweet music has been heard 
In many places; —  some has been upstirr'd 
From out its crystal dwelling in a lake,
By a swan's ebon bill; from a thick brake,
Nested and quiet in a valley mild,
Bubble a pipe; fine sounds are floating wild 
About the earth: happy are ye and glad.
That is no doubt a tribute to the Lake poets and Leigh Hunt.
And as he comes to speak of the aim of poetry, he suffers from 
a divided loyalty and is not entirely consistent. In the fourth 
canto of The Story of Rimini Hunt lays down the task of poetry 
as
making tears themselves look up and shine,
And turning to a charm the sorrow past.
Keats is in one place satisfied with this view and agrees that
they shall be accounted poet kings 
Who simply tell the most heart-easing things.
Wordsworth, however, has a higher opinion of the function of 
poetry, and his fragment of The Recluse given in the Preface to 
The Excursion opens with these lines:
On Man, on Nature, and on Human Life,
Musing in solitude, I oft perceive
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Fair trains of imagery before me rise,
Accompanied by feelings of delight 
Pure, or with no unpleasing sadness mixed;
And I am conscious of affecting thoughts 
And dear remembrances, whose presence soothes 
Or elevates the Mind, intent to weigh 
The good and evil of our mortal state.
Keats also agrees with Wordsworth and believes that the great 
end of poetry
should be a friend 
To sooth the cares, and lift the thoughts of man.
Keats' account of the source of inspiration also closely 
corresponds to that given by Wordsworth in Tintern Abbey. The 
process of shutting out discordant elements so as to achieve 
a blessed and serene mood is essentially the same. Wordsworth 
has —
To them I may have owed another gift,
Of aspect more sublime; that blessed mood 
In which the burthen of the mystery.
In which the heavy and the weary weight 
Of all this unintelligible world.
Is lightened: -- that serene and blessed mood.
In which the affections gently lead us on, —
Until, the breath of this corporeal frame 
And even the motion of our human blood 
Almost suspended, we are laid asleep
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In body, and become a living soul:
While with an eye made quiet by the power 
Of harmony, and the deep power of joy.
We see into the life of things.
Keats has --
What though I am not wealthy in the dower 
Of spanning wisdom; though I do not know 
The shiftings of the mighty winds that blow 
Hither and thither all the changing thoughts 
Of man: though no great minist'ring reason sorts 
Out the dark mysteries of human souls 
To clear conceiving: yet there ever rolls 
- A vast idea before me, and I glean
Therefrom my liberty; thence too I've seen 
The end and aim of Poesy.
Both succeed in lightening the 'burthen of the mystery' by virtue 
not of 'minist*ring reason*, but of imagination.
'I stood tip-toe', completed on 18th December 1816, was also 
written when Keats' admiration for Wordsworth was at its height. 
Keats wrote to Clarke on December 17th: 'I have done little to 
Endymion lately.' Here Keats refers to 'I stood tip-toe' as 
'Endymion' because it deals with the origin of the Greek myth 
of Endymion and Phoebe, the greatest debt the poem owes to 
Wordsworth, though Hunt's influence may be on the whole even 
stronger. There is this Wordsworthian passage in the midst of
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poetic luxury:
For what has made the sage or poet write
But the fair paradise of Nature's light?
In the calm grandeur of a sober line,
We see the waving of the mountain pine.
Of the numberless writers Keats Admired, who could be best 
qualified as 'the sage or poet' inspired to write by 'the fair 
paradise of Nature's light'? Not Chaucer, neb Spenser, not 
Marlowe, not Chapman, not Beaumont and Fletcher, not Collins and 
Gray, not Thomson and Cowper, not James Beattie and Mary Tighe, 
certainly not Chatterton and Kirke White. Not even Shakespeare
and Milton, for one does not think of Shakespeare as a sage, nor
Milton pre-eminently as a nature-poet. Leigh Hunt could not be 
considered as a sage either. If we remember Hazlitt having 
called The Excursion 'a philosophical pastoral poem', then we 
feel that Wordsworth may have been the one to suggest the idea
of 'the sage or poet'. 'The mountain pine' is also characteristic
\
of Wordsworth the Lake poet.*
* I agree with Amy Lowell that 'Keats had never seen a mountain 
when he wrote Tip-toe * , and that Keats took the image of the 
mountain pine from a literary source, perhaps Shakespeare. She 
quotes from Cymbeline the lines,
the rud'st wind 
That by the top doth take the mountain pine,
and from The ^erchant of Venice the following:
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In his account of the origin of Greek myths Keats is true 
to Wordsworth's theory given in the fourth hook of The Excursion 
they were the product of leisurely people of nice observation 
and fancy in communion with nature. Thus, i n 'I stood tip-toe' 
the delight in nature inspired the tale of Psyche:
When it is moving on luxurious wings,
The soul is lost in pleasant smotherings;
Pair dewy roses brush against our faces,
And flowering laurels spring from diamond vases;
O'er head we see the jasmine and sweet briar.
And bloomy grapes laughing from green attire;
While at our feet, the voice of crystal bubbles 
Charms us at once away from all our troubles ;
So that we feel uplifted from the world,
Walking upon the white clouds wreath'd and curl'd.
So felt he, who first told, how Psyche went 
On the smooth wind to realms of wonderment.
It may be noted that while borrowing Wordsworth's theory Keats 
describes nature in the manner of Hunt. The following account 
of the origin of the myth of Narcissus and Echo, however, is 
more Wordsworthian:
You may as well forbid the mountain pines 
To wag their high tops and to make no noise.
When they are fretted with the gusts of heaven.
Keats may have been influenced by Shakespeare, but put in the 
context of 'the sage or poet' inspired to write by nature, the 
image points to Wordsworth rather than to Shakespeare.
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What first inspired a hard of old to sing 
Narcissus pining o'er the untainted spring?
In some delicious ramble, he had found 
A little space, with boughs all woven round;
And in the midst of all, a clearer pool 
Than e'er reflected in its pleasant cool 
The blue sky here, and there, serenely peeping 
Through tendril wreaths fantastically creeping.
And on the bank a lonely flower he spied,
A meek and forlorn flower, with naught of pride, 
Drooping its beauty o'er the watery clearness.
To woo its own sad image into nearness:
DBaf to light Zephyrus it would not move;
. But still would seem to droop, to pine, to love.
So while the Poet stood in this sweet spot.
Some fainter gleamings o'er his fancy shot;
Nor was it long ere he had told the tale 
Of young Narcissus, and sad Echo's bale.
The theory is rather close to Wordsworth's; fancy is mentioned 
as an active agent beside the beautiful scene that moved the 
bard. Wordsworth's account of the invention of the myth of the 
huntress Diana is that the nightly hunter wanted her 'to share 
his joyous sport'. The same desire for fellowship is to Keats 
the cause of the origin of the myth of Cynthia and Endymion:
He was a Poet, sure a lover too,
Who stood on Latmus' top, what time there blew 
Soft breezes from the myrtle vale below;
And brought in faintness solemn, sweet and slow
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A hymn from Dian's temple; while upswelling,
The incense went to her own starry dwelling.
But though her face was clear as infant's eyes,
Though she stood smiling o'er the sacrifice,
The poet wept at her so piteous fate,
Wept that such beauty should be desolate;
So in fine wrath some golden sounds he won.
And gave meek Cynthia her Endymion.
Even here we have the germ of the longer poem Endymion, which 
treats the theme of fellowship in a more mature manner. 
Wordsworth helped to deepen Keats' thought even at so early a 




Keats began the composition of Endymion in April 1817 either 
in Carisbrooke or in Margate.* One of the reasons why he should 
work away from London was probably that Haydon, apprehensive of 
Hunt's growing influence on Keats, urged him to go alone into the 
country to improve himself.** Haydon, who had introduced him to
* Cf. J.W.Mackail*s 'Note on the Composition of Endymion' in The 
John Keats Memorial Volume, and H.W.Garrod's 'Note on the Composition 
of Endymion' in his edition of The Poetical Works of John Keats.
** Cf. Dorothy Hewlett, A Life of John Keats , 2nd.ed. 1949, p.100.
In his letter to J.H.Reynolds of 17 March 1817 Keats said:
'My Brothers are anxious that I should go by myself into the country 
—  they have always been extremely fond of me, and now that Haydon 
has pointed out how necessary it is that I should be alone to 
improve myself, they give up the temporary pleasure of living with 
me continually for a great good which I hope will follow.'
While Keats was in Margate, Haydon again gave his warning against 
Hunt. 'I love you like my own Brother,' he wrote to Keats on 10th 
May, 'beware for God's sake of the delusions and sophistications 
that is [sic ] ripping up the talent and respectability of our Friend 
-- he will go out of the World the victim oZ his own weakness & the 
dupe of his own self delusions -- with the contempt of his enemies and 
sorrow of his Friends —  the cause he undertook to support injured 
by his own neglect of character —  his family disordered, his children 
neglected, himself, petted & his prospects ruined I —  of this I am 
sure and keep this letter and you will find this is so.' Ehe next 
day Keats rejoined: 'I wrote to Hunt yesterday —  scarcely know what 
I said in it. I could not ttalk about poetry in the way I should have
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the gories of the antique in the British Museum, tried his best 
to persuade Keats to learn to write in the 'grand style' of Dante, 
Shakespeare and Milton. Then,^Reynolds, though author of The 
Pilgrimage of Living Poets to the Stream of Castaly, a parallel 
to Hunt's Feast of the Poets, did not like Hunt and, as Mr. Blunden 
says, 'had a curious feeling of monopoly towards Keats as friend 
and poet'.* The effect of these circumstances was partly to 
dissociate Keats from Hunt, poetically Keats turned more and more 
to the Elizabethans, such as Spenser, Chapman, Drayton, Marlowe, 
Shakespeare, Ben Jonson, Fletcher and Browne of Tavistock. Caroline 
Spurgeon in her Keats' Shakespeare has demonstrated the influence 
of The Tempest and A Midsummer Night's Dream on Endymion. But for 
the main spiritual framework of the poem and its bearing on contem­
porary life Keats had to look to Wordsworth for inspiration and 
support.
There is little doubt that during the composition of Endymion 
Keats' admiration for Wordsworth was at its height: the writing 
fell in the period between his eulogy of the older poet in the sonnet
liked for I was not in humor with either his ow mine. His self 
delusions are very lamentable they have inticed him into a Situation 
which I should be less eager after than that of a galley Slave —  
what you observe thereon is very true must be in time.*
* Cf. E. Blunden, Leigh Hunt, p. 111.
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'Great spirits now on earth are sojourning' (December 1816) and 
his declaration of Wordsworth's poetry as one of the three things to 
rejoice at in his age (January 1818). The three things Keats 
rejoiced at early in 1818, be it noted, did not include Hunt's 
poetry. The more or less balanced dual influence of Hunt and 
Wordsworth as seen in the 1817 Poems now gave way to the greater 
single influence of Wordsworth among Keats* contemporaries.
Let us trace, briefly, Keats' attitude to Wordsworth as seen 
in his letters at that time. After he had just begun Endymion, he 
expressed his regret at the injustice Wordsworth's poetry had received 
from the public. Speaking of the Duke of Wellington, he said: 'A 
Man ought to have the Fame he deserves —  and I begin to think that 
detracting from him as well as from Wordsworth is the same thing.'*
He read a good deal of Wordsworth's poetry. From Oxford, where he 
stayed with Bailey, he wrote to Reynolds: 'For these last five or 
six days, we have had regularly a Boat on the Isis, and explored all 
the streams about, which are more in number than your eye lashes.
We sometimes skim into a Bed of rushes, and there become naturalized 
riverfolks, there is one particularly nice nest which we have 
christened "Reynolds's Cove,” in which we have read Wordsworth and 
talked as may be.'** And Keats told Bailey, when he was 'disgusted'
* Letter to B.R.Haydon, 10-11 May 1817•
** Letter to J.H.Reynolds, 21 Sept. 1817-
Bailey has also left an account how he and Keats read and 
|f; admired Wordsworth's poetry in Oxford. Cf. Rollins, op.cit. II, 274-6
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with literary men; 'I am quite disgusted with literary Men and 
will never know another except Wordsworth.'* When Hazlitt attacked 
Wordsworth's Gipseys in a note to his essay 'On Manner', collected 
in The Round Table. Keats defended Wordsworth in these words:
'Now with respect to Wordsworth's Gipseys, I think he is right and 
yet I think Hazlitt is right and yet I think Wordsworth is rightest. 
Wordsworth had not been idle he had not been without his task —
nor had they Gipseys -- they in the visible world had been as
picturesque an object as he in the invisible. The Smoke of their 
fire their attitudes —  their Voices were all in harmony with 
the Evenings —  It is a bold thing to say and I would not say it
in print -- but it seems to me that if Wordsworth had thought a
little deeper at that Moment he would not have written the Poem at 
all —  I should judge it to have been written in one of the most 
comfortable Moods of his Life —  it is a kind of sketchy intellectual 
Landscape —  not a search after Truth —  nor is it fair to attack 
him on such a subject -- for it is with the Critic as with the poet 
had Hazlitt thought a little deeper and been in a good temper he 
would never have spied an imaginary fault there.'**
But it would be a mistake to assume that Keats accepted 
Wordsworth without reserve. Even from that defence of Wordsworth 
we can see that Keats was not altogether uncritical; later he admitted
* Letter to B. Bailey, 8 Oct. 1817•
** Letter to B. Bailey, October 1817. '
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that he liked only 'half of Wordsworth'.* It is therefore 
necessary to have a further look at the purposes and aims of The 
Excursion to see what Keats may have accepted or rejected, before 
we proceed to investigate his specific debt to Wordsworth in 
Endymion. Keats, I believe, would have agreed with Matthew 
Arnold, who dismissed Wordsworth's formal philosophy in these words: 
'His poetry is the reality, his philosophy, —  so far, at least, 
as it may put on the form and habit of "a scientific system of 
thought," and the more that it puts them on, —  is the illusion.'
When Coleridge urged Wordsworth to go on with The Recluse, he wanted 
Wordsworth to demonstrate the need of a transcendental Christian 
theology as against the 'sandy sophisms' of such 'mechanic dogmatists' 
as Locke, Hartley, Priestley and Godwin, on whom Coleridge had turned 
his back. Wordsworth wrote The Excursion partly with this in mind, 
and in the Prospectus he acknowledged his debt to Coleridge (who
was however disappointed with the poem, probably because it did not
give this purpose an adequate prominence). With this purpose and 
aim of The Excursion, we can say, Keats revealed no sign of sympathy,
for it was against his grain to accept a 'system'.
Another important purpose of The Excursion, allied to the above 
one, however, may have influenced Keats. 'One of the main objects 
of The Recluse,' wrote Wordsworth, 'is to reduce the calculating
* Cf. letter to George and Georgiana Keats, 15 March I8I9.
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understanding to its proper level among the human faculties.'*
Lamb in his review of The Excursion also pointed out that the 
general tendency of the argument in the fourth book, which he 
considered as the most valuable portion of the poem, was 'to abate 
the pride of the calculating understanding, and to reinstate the 
imagination and the affections in those seats from which modern 
philosophy has laboured but too successfully to expel them'.**
We shall have occasion to see how this may have affected Endymion.
The most important purpose of The Excursion, perhaps, is to 
provide a prescription for the correction of despondence and for 
human happiness in general. Coleridge wrote to Wordsworth in the 
summer of 1799:
I do entreat you to go on with "The Recluse"; and I wish you 
would write a poem in blank verse, addressed to those, who, in 
consequence of the complete failure of the French Revolution, have 
thrown up all hopes of the amelioration of mankind, and are sinking 
into an almost epicurean selfishness, disguising the same under 
the soft titles of domestic attachment and contempt for visionary 
philosophes.***
In The Excursion Wordsworth carries out his plan largely along this 
line. The Solitary yielded to dejection as a result of domestic
* De Selincourt, ed. , The Letters of William and Doxthy Wordsworth, 
The Middle Years, 1939, p*6l9*
** Cf. The Quarterly Review, XII, October 1814.
*** C. Wordsworth, ed. , Memoirs of William Wordsworth, I85I , I, I59.
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calamities, and was roused by the French Revolution with all the 
hopes it brought with it, only to find that they turned out to be 
airy and unsubstantial; he then completely abandoned himself to 
solitude and despondence. That is a malady; and Wordsworth sets 
himself the task of diagnosing it and making out a prescription, 
which consists of hope and love —  love of nature and fellow-men. 
How this may have affected Keats we shall see, particularly in 
the passage where Endymion defines happiness.
Such then are the main purposes and aims of The Excursion, 
so roughly outlined in the above, but they will probably shed some 
light on Endymion. That in writing the poem Keats had the Lake 
poet in mind is probably shown beyond doubt by his reference to 
Skiddaw:
Those two on winged steeds, with all the stress 
Of vision search'd for him, as one would look ...
... from old Skiddaw's top, when fog conceals 
His rugged forehead in a mantle pale.
With an eye-guess towards some pleasant vale 
Descry a favourite hamlet faint and far.*
As Matthew Arnold says, this must be looked upon as a tribute to 
Wordsworth, for at that time Keats had not yet visited the Lakes. 
We have seen Wordsworth's love of mountain-tops, and perhaps the 
above also reminds us of that.**
* Endymion , IV, 390-7•
** The whole passage may have been a reminiscence of the scene in
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Another interesting tribute Keats possibly paid to Wordsworth 
is found in the use of the word 'tarn*.* Wordsworth has —
The Mountain-ash 
/^ I^ My eye can overlook, when 'mid a grove
the fifth book of The Excursion when the Poet and the Wanderer left 
the Solitary and walked down the hill, from which they saw a village 
not far away in the vale below;
—  So we descended; and winding round a rock 
Attain a point that showed the valley —  stretched 
In length before us; and, not distant far.
Upon a rising ground a grey church-tower,
Whose battlements were screened by tufted trees.
And towards a crystal Mere, that lay beyond 
Among steep hills and woods embosomed, flowed 
A copious stream with boldly-winding course;
Here traceable, there hidden —  there again 
To sight restored, and glittering in the sun.
On the stream's bank, and everywhere, appeared 
Fair dwellings, single, or in social knots;
Some scattered o'er the level, others perched 
On the hill-sides, a cheerful quiet scene,
Now in its morning purity arrayed. (77-91)
There is however no conclusive proof that Keats really had this 
passage in mind. But if such a debt can be established, we can 
see how even here Keats has developed beyond the stage of imita­
tion.
* Cf. de Selincourt, mpx The Poems of John Keats, p.431"
64
Of yet unfaded trees she lifts her head 
Decked with autumnal berries, that outshine 
Spring's richest blossoms; and ye may have marked, 
By a brook-side or solitary tarn,
How she her station doth adorn.*
Again:
There sometimes doth a leaping fish 
Send through the tarn a lonely cheer.**
Keats has —
The rill,
Thou haply mayst delight in, will I fill 
With fairy fishes from the mountain tarn.***
With its mention of fish this passage may have been a reminiscence
of the last passage from Wordsworth.
Whatever one may say about the meaning of Endymion, no one 
can deny that beauty, chiefly that in nature, is given a full 
treatment in the poem. It opens with this well-known line:
A thing of beauty is a joy for ever.
This is a bold statement. That Keats could be bold and courageous
at twenty-one, nobody can doubt, but without encouragement and the 
existing literary climate necessary for such bold statements, Keats
* The Excursion, VII, 714-20.
** Fidelity, 25-6.
*** Endymion, IV, 69I-5.
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might not have made it. This encouragement, as we have already 
seen, Keats probably received from Wordsworth. In the fragment 
of The Recluse which serves as part of the Preface to The Excursion, 
Wordsworth declares how beauty as 'a living Presence of the earth* 
waits upon his steps: it is beauty * of the earth* that Wordsworth 
speaks of. And Keats continues:
Therefore, on every morrow, are we wreathing 
A flowery band to bind us to the earth,
Spite of despondence, of the inhuman dearth 
Of noble natures, of the gloomy days.
Of all the unhealthy and o'er-darkened ways 
Made for our searching.
This is a recollection of the fourth book of The Excursion , entitled 
'Despondency Corrected'(note the reminiscence of the word 'despon­
dence' in the third line in the above passage), and it recalls 
particularly these lines:
Ahl if the heart, too confidently raised.
Perchance too lightly occupied, or lulled
Too easily, despise or overlook
The vassalage that binds her to the earth,
Her sad dependence upon time, and all 
The trepidations of mortality.
What place so destitute and void -- but there 
The little flower her vanity shall check.*
* The Excursion, IV, 418-25-
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Not only is there verbal similarity but in essence the two 
passages mean almost the same thing, when we remember that whereas 
in Wordsworth's case the Wanderer is trying out his prescription 
for the recovery of the Solitary's faith in life, Keats is 
searching for no less than a panacea for human sorrow and despondence 
The attitude of both Wordsworth and Keats is a down-to-earth one: 
they both prescribe what can be found in the actual world, i.e. 
beauty in nature, or 'the little flower' in Wordsworth's words, 
and 'a flowery band' in Keats'. All this is consistent with 
Wordsworth's desire 'to reduce the calculating understanding to 
its proper level among the human faculties' , as we have already 
seen.
The presence of Wordsworth's influence in this opening passage 
of Endymion is further proved by some verbal and image reminiscences. 
Having said how 'a flowery band' will 'bind us to the earth' as a 
remedy against human sorrow and despondence, Keats goes on;
Yes, in spite of all 
Some shape of beauty moves away the pall 
Prom our dark spirits.
The well-chosen word 'pall' may have been a reminiscence of 
Wordsworth:
IW - Then will a vernal prospect greet your eye,
All fresh and beautiful, and green and bright,
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Hopeful and cheerful: -- vanished is the pall 
That overspread and chilled the sacred turf,
Vanished or hidden; and the whole domain.
To some, too lightly minded, might appear 
A meadow carpet for the dancing hours.*
For both poets, it can be seen, 'pall* is used figuratively for
something that exists in the absence of beauty.
Keats' catalogue of beauty which can move away the 'pall' from 
our dark spirits is also Wordsworthian. He lists these things of 
beauty:
Such the sun, the moon,
Trees old, and young sprouting a shady boon
For simple sheep; and such are daffodils
With the green world they live in; and clear rills
That for themselves a cooling covert make
'Gainst the hot season; the mid forest brake,
Rich with a sprinkling of fair musk-rose blooms.
Like Wordsworth Keats is a lover of 'all that we behold from this
green earth', and of 'all that mighty world of eye, and ear'.
In Tintern Abbey Wordsworth says:
And I have felt 
A presence that disturbs me with the goy 
Of elevated thoughts; a sense sublime 
Of something far more deeply interfused,
Whose dwelling is the light of setting suns.
And the round ocean and the living air,
* Ibid., V, 545-51.
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And the blue sky, and in the mind of man ;
A motion and a spirit, that impels
All thinking things, all objects of all thought.
And rolls through all things. Therefore am I still 
A lover of the meadows and the woods,
And mountains; and of all that we behold 
From this green earth; of all the mighty world 
Of eye, and ear, —  both what they half create.
And what perceive.
Wordsworth then goes on:
well pleased to recognise 
In nature and the language of the sense 
the anchor of my purest thoughts, the nurse,
The guide, the guardian of my heart, and soul
Of all my moral being.
Though Keats may differ from Wordsworth in his choice of particular 
objects in nature, the younger poet, since he too finds in a flowery 
band a panacea for human sorrow and despondence, will agree that 
nature and the language of the sense is in like manner the nurse,
the guide, the guardian of his heart, and soul of all his moral
being.
There is yet another unmistakable verbal echo. Keats has --
so does the moon.
The passion poesy, glories infinite.




Soul-cheering Light, most bountiful cf things!
Guide of our way, mysterious comforter!
Whose sacred influence, spread through earth and heaven.*
Another reminiscence points to a general influence which 
Wordsworth has upon hndymion: it is about Greek mythology.
Keats® image of 'old Triton's horn' in the priest's speech just 
preceding the 'Hymn to Pan' may have been an echo of Wordsworth's 
sonnet, 'The world is too much with us', and perhaps both Wordsworth 
and Keats must have known Spenser's Colin Clout's Come Home Again.** 
Wordsworth's sonnet ends with this sestet:
Great God! I'd rather be 
A Pagan suckled in a creed outworn;
So might I, standing on this pleasant lea,
Have glimpses that would make me less forlorn;
Have sight of Proteus rising from the sea;
Or hear old Triton blow his wreathëd horn.
The whole tenor of this sonnet must have struck Keats as a well-made 
protest: how sympathetically he would welcome a return to the pagan 
creed, we have elsewhere seen. I think it is mainly with this 
sonnet in mind, rather than Spenser, that Keats writes:
Whose mellow reeds are touch'd with sounds forlorn
By the dim echoes of old Triton's horn.*** ^
* Ibid. , VII, 482-4.
** Cf. de Selincourt, op.cit. pp.421-2.
*** Endymion,I, 205-6.
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Perhaps it is not a coincidence that here, as in Wordsworth's 
sonnet, 'horn' rhymes with 'forlorn'.
The Festival of Pan in the forest probably owes its scene of 
sacrifice to Wordsworth's suggestion. In the last book of The 
Excursion he speaks of how in age we look back to childhood and 
how our soul from there can hear reverberations,
and a choral song,
Commingling with the incense that ascends,
Undaunted, toward the imperishable heavens.
From her own lonely altar.*
In hndymion the venerable priest had just addressed the assembly
round the forest altar, and, in like manner, incense —  8gummy
frankincense' -- was burned and a choral song was sung:
on the shrine he heap'd a spire 
Of teeming sweets, enkindling sacred fire;
Anon he stain'd the thick and spongy sod 
With wine, in honour of the shepherd-god.
Now while the earth was drinking it, and while 
Bay leaves were crackling in the fragrant pile.
And gummy frankincense was sparkling bright 
'Neath smothering parsley, and a hazy light 
Spread greyly eastward, thus a chorus sang.**
What the chorus sang is the 'Hymn to Pan'. That it is mainly 
inspired by Wordsworth has been offered as the reason why Keats
* The Excursion, IX, 41-4.
** Endymion, I, 223-31.
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chose to read it to the older poet. It is certainly written in 
the spirit of Wordsworth. Before we consider its opening lines, 
tsxnxsLs let us turn for a moment to the fourth book of the poem 
to see how Keats frequently evokes scenery with suggestion of 
architecture. Towards the end of the poem the Latmians gathered 
to offer worship to Cynthia, queen of light, because the soothsayers 
saw good visions in the air. And then we hear their hymn.
The vesper hymn, far swollen, soft- and full.
Through the dark pillars of those sylvan aisles.*
The image of trees as pillars forming aisles is perhaps indebted 
to Wordsworth. Wordsworth wishes the newly-planted lime-trees to
be
not slow a stately growth to rear 
Of pillars, branching off from year to year.
Till they have learned to frame a darksome aisle.**
It is nature combined with suggestions of architecture as well as 
romance that Keats has probably learned from Wordsworth. In his 
description of the yew-trees of Borrowdale we have a more conspicuous 
example of how Wordsworth combines the elements of nature, architec­
ture and romance:
* Ibid., IV, 967-8.
** Written at the Request of Sir George Beaufflont, Bart., and in 
his Name, for an Urn, placed by him at the Termination of a Newly- . 
planted Avenue, in the same Grounds.
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Huge trunksî and each particular trunk a growth 
Of intertwisted fibres serpentine 
Up-coiling, and inveterately convolved;
Nor uninformed with Phantasy, and looks 
That threaten the profane; a pillared shade,
Upon whose grassless floor of red-brown hue.
By sheddings from the pining umbrage tinged 
Perennially —  beneath whose sable roof 
Of boughs, as if for festal purpose decked 
With unrejoicing berries —  ghostly Shades 
May meet at noontide; Pear and trembling Hope,
Silence and Foresight; Death the Skeleton 
And Time the Shadow; -- there to celebrate,
As in a natural temple scattered o'er 
With altars undisturbed of mossy stone,
United worship.
Early in Keats' Epistle to George Felton Mathew the line, 'Atween 
the pillars of the sylvan roof* perhaps already echoes Wordsworth's 
image of the 'pillared shade' of the yew-trees and their 'sable 
roof. In the 'Hymn to Pan' the opening lines are a more elaborate 
parallel to Wordsworth's passage quoted in the above.
0 thou, whose mighty palace roof doth hang 
From jagged trunks, and overshadoweth 
Eternal whispers, glooms, the birth, life, death 
Of unseen flowers in heavy peacefulness.**
* Epistle to George Felton Mathew, 48
** Endymion, I, 232-5.
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The resemblance between this passage of Keats and that of Wordsworth 
is threefold. First, there is the architectural interest: Words­
worth's yew-trees are compared to a temple, while Keats trees 
become a palace; and both form a 'roof. Secondly, as the element 
of romance comes in, for both poets activities are described as 
taking place under this 'roof : for Wordsworth Fear and trembling 
Hope, Silence and Foresight, Death the Skeleton and Time the 
Shadow are there to celebrate united worship; for Keats unseen 
flowers are there to go through the process of birth, life and 
death in heavy peacefulness. And lastly, Wordsworth's preoccupation 
with Life, with Fear and Hope, Silence and Foresight, Death and 
Time, is parallelled in seriousness by Keats' concern with birth, 
life and death. This seriousness gives depth and weight to both 
passages, which are otherwise of purely pictorial interest in the 
guise of romance. The opening lines of the 'Hymn to Pan', then, 
are by no means mere decoration, but they are instrumental to the 
creation of an atmosphere of piety and solemnity fit for the worship 
of the universal Pan.
The 'Hymn to Pan' concludes with this prayer :
Be still the unimaginable lodge
For solitary thinkings; such as dodge
Conception to ,the very,.bourne of heaven,
%ifn, IsLoM^ 'hakU v i t ib t /  : -i-c iuSl ,
That spreading in this dull and clodded earth
Gives it a touch ethereal -- a new birth:
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Be still a symbol of immensity;
A firmament reflected in a sea;
An element filling the space between;
An unknown -- but no more: we humbly screen 
With uplift hands our foreheads, lowly bending,
And giving out a shout most heaven rending.
Conjure thee to receive our humble paean.
Upon thy Mount Lycean!*
This prayer asking nature to be the place for solitary thinkings 
is Wordsworthian. For Wordsworth solitary thought in nature will 
ultimately ripen into joy and wisdom. This is his description of 
the Wanderer in the first book of The Excursion:
In the woods,
A lone Enthusiast, and among the fields,
Itinerant in this labour, he had passed 
The better portion of his time; and there 
Spontaneously had his affections thriven 
Amid the bounties of the year, the peace 
And liberty of nature; there he kept 
In solitude and solitary thought 
His mind in a just equipoise of love,**
Keats had just experienced solitary thinkings in nature when he 
began the composition of Endymion. From Margate he wrote to Hunt, 
telling him why he had left the Isle of Wight : 'Another thing I 
was too much in Solitude, and consequently was obliged to be in con­
* Ibid. , I, 293-316.
** The Excursion, I, 347-55*
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tinual burning of thought as an only resource.'* But this 
experience was not unhappy, and certainly fruitful, as his letters 
in this period reveal. To mention but one obvious example: there 
he experienced the first flush of his enthusiasm for Shakespeare, 
which eventually led to his theory of negative capability.
Probably it is such an experience in solitary thinkings which sent 
his mind back to Wordsworth and showed him how true Wordsworth's 
view was: the result is the concluding prayer in the 'Hymn to Pan'. 
This prayer is equal in importance to the opening lines of the 
poem, because it points out how thinking in nature will do good, 
and, as we shall see, it is Keats' purpose to describe Endymion as 
one who does not 'think' but 'dreams', as contrary to the Words­
worthian formula of wisdom.
Amidst gay festivities, a solemn subject is brought in, for 
already Endymion, the priest and the older shepherds have formed 
a ring to discuss life and death.
Who thus were ripe for high contemplating,
Might turn their steps towards the sober ring 
Where sat Endymion and the aged priest 
*Mong shepherds gone in eld, whose looks increas'd 
The silvery setting of their mortal star.
There they discours'd upon the fragile bar 
That keeps us from our homes ethereal.**
* Letter to Leigh Hunt, 10 May 1817
** Endymion, I, 355-61.
76
The use of the word 'homes' may have been suggested by Cowper, 
or the tenth book of Paradise Lost, but because of the line, 'The 
silvery setting of their mortal star', almost certainly it is a
reminiscence of the Immortality ode, in which Wordsworth says;
Our birth is but a sleep and a forgetting:
The Soul that rises with us, our life's Star,
Hath had elsewhere its setting,
And cometh from afar:
Not in entire forgetfulness.
And not in utter nakedness,
But trailing clouds of glory do we come 
From God, who is our home.
It is significant that in this serious discussion Endymion does not 
appear to take any interest:
Thus all out-told 
Their fond imaginations, —  saving him 
Whose eyelids curtain'd up their jewels dim,
Endymion.*
Here we already have a hint of Endymion*s weakness.
Just as one of Wordsworth's objects in The Excursion is to 
correct despondence, so one of Keats' themes in Endymion is concerned 
with human happiness. Just as Wordswotth puts forth the case of the 
Solitary so that he may provide his prescription, so Keats here puts
* Ibid., I, 392-5.
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forth the case of Endymion* Endymion is unhappy. The cause of 
his unhappiness is carefully stated in the first hook of the poem. 
Before we consider it, we may pause to reflect : Keats has just 
told us how 'a thing of heauty is a joy for ever* and how a flowery 
hahd will ’hind us to the earth* ,
Spite of despondence, of the inhuman dearth
Of noble natures, of the gloomy days.
Of all the unhealthy and o’er-darkened ways
Made for our searching.
We therefore suspect that Endymion as an unhappy man could not be 
one of those who love things of beauty as found in the ac.tual world,
Our suspicion is justified when we soon find Endymion described as
Like one who on the earth had never stept,*
or
like one who dream*d 
Of idleness in groves Elysian.**
The cause of Endymion*s unhappiness, it appears, is that he is a 
dreamer: he is a lost soul in the actual world. Significantly, 
’groves Elysian* is a reminiscence of that fragment of The Recluse 
prefixed to The Excursion where Wordsworth speaks of
paradise, and groves
Elysian, Fortunate Fields.
* Ibid. , I, 404.
** Ibid. , I, 176-7.
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For Wordsworth these are ’a simple produce of the common day* 
if the ’discerning intellect of man is wedded to *this goodly 
universe* in love and holy passion. But precisely because 
Endymion shows little sign of a ’discerning intellect*, and precisely 
because he shows little love for ’this goodly universe* , he is an 
unhappy man. The * Hymn to Pan* , exhorting one to think in nature, 
must have been sung unheard by him; and he is like one ’who on the 
earth had never stept*. When he opens his heart to his sister 
telling her how he, as he lay watching the zenith, met ’that 
completed form of all completeness*, we have the case of Endymion’s 
unhappiness before us. The word ’dream’ is repeatedly emphasized. 
Endymion himself says:
Yet it was but a dream.*
And at one point Peona breaks off his conversation exclaiming:
Endymion, how strange!
Dream within dream!**
As Endymion ends his narration, there is this significant passage;
She weeps,
And wonders; struggles to devise some blame;
To put on such a look as would say, Shame 
On this poor weakness! but, for all her strife.
She could as soon have crush’d away the life 
From a sick dove. ***
* Ibid. , I, 574.
** Ibid. , I, 652-5.
*** Ibid. , I, 715-20.
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’Shame on this poor weakness* (Keats® italics). It is clear that 
Endymion’s unhappiness is a weakness: is it not a weakness to be 
thus obsessed by a dream? And he is compared to a ’sick dove*.
Endymion is ’sick*. And, like Wordsworth in The Excursion, Keats 
sets himself the task of curing Endymion of this ’sickness*. In 
the course of the poem we are to watch how he progresses from a 
mere dreamer to one reconciled to the realities of the actual world.
Towards the end of the first book there is a definition of 
happiness as Endymion sees it.
Wherein lies happiness? In that which becks 
Our ready minds to fellowship divine,
A fellowship with essence; till we shine.
Full alchemiz’d, and free of space.
The whole passage from line 777 to line 842 is an important one 
(though it is wrong to take it to be the key to an understanding 
of the poem, as I shall show). Keats says: ’When I wrote it it 
was a regular stepping of the Imagination towards a Truth. My 
having written that Argument will perhaps be of the greatest 
Service to me of any thing I ever did. It set before me at once 
the gradations of Happiness even like a kind of pleasure Thermometer.’* 
The ohginal version of the first four lines quoted above is as 
follows :
* Letter to J. Taylor, 50 Jan. 1818.
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Wherein lies happiness? In that which hecks 
Our ready minds to blending pleasureable:
And that delight is the most treasureable 
That makes the richest Alchymy.
Instead of "fellowship divine’ we have here ’blending pleasureable’. 
The alteration is perhaps significant. If ’blending pleasureable* 
can be interpreted Jlks referring to the pleasure of human fellowship, 
(something eonsistent with the down-to-earth attitude in the 
opening lines of the poem), ’fellowship divine* with the word 
’divine* indicates more than that. And I believe the alteration 
is deliberate: Keats probably wants to show more explicitly how 
Endymion has deviated from the attitude as laid down at the beginning 
of the poem, to show how dreamy, visionary, idealistic he is.
Endymion aims at something* divine*.
Before we further discuss this important passage in relation 
to Wordsworth, it is proper first to acknowledge that here some 
isolated images are indebted to other poets, as for example the 
following:
hist, when the airy stress 
Of music’s kiss impregnates the free winds.
And with a sympathetic touch unbinds 
Eolian magic from their lucid wombs.
Caroline Spurgeon rightly asks if there could be imagined * a more 
perfect description than this of the essence of Ariel’s being.
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spirit of ethereal music, "free as mountain winds"*. And, she 
continues, "from the next two lines we know that his songs are 
still ringing in the poet’s ears.
Old ditties sigh above their father’s grave.’*
Yet ^  the spirit of the passage is on the whole that of 
Tintern Abbey and The Excursion, varied perhaps by Keats’ reading 
of Two Gentlemen of Verona, Romeo and Juliet, Cymbeline, Troilus 
and Cressida, and Spenser. Wordsworth, we remember, has absorbed 
Hartley’s theory of association; and for him the pleasure of the 
senses is the first step leading to real human happiness. In 
Tintern Abbey he says;
Nature never did betray 
The heart that loved her; *tis her privilege,
Through all the years of this our life, to lead
From joy to joy; for she can so inform
The mind thatu is within? us, so impress
With quietness and beauty, and so feed
With lofty thoughts, that neither e#il tongues,
Rash judgments, nor the sneers of selfish men.
Nor greetings where no kindness is, nor all 
The dreary intercourse of daily life,
Shall e'er prevail against us, or disturb 
Our cheerful faith, that all which we behold 
Is full of blessings. Therefore let the moon 
Shine on thee in thy solitary walk;
And let the misty mountain-winds be free 
To blow against thee: and, in after years,
* C. Spurgeon, Keats’ Shakespeare, a Descriptive Study, 1928, pp.12
3.
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When these wild ecstasies shall be matured 
Into a sober pleasure; when thy mind 
Shall be a mansion for all lovely forms,
Thy memory be as a dwelling-place 
For all sweet sounds and harmonies.
Endymion’s account of the pleasure of the senses —  ’all sweet 
sounds and harmonies’ -- corresponds in spirit to that given by 
Wordsworth; but, as usual, Wordsworth’s theoretical frame is filled 
with images drawn from various sources.
Behold
The clear religion of heaven! Fold 
A rose leaf round thy finger’s taperness.
And soothe thy lips: hist, when the airy stress 
Of music’s kiss impregnates the free winds.
And with a sympathetic touch unbinds 
Eolian magic from their lucid wombs;
Then old songs waken from enclouded tombs;
Old ditties sigh above their father's grave;
Ghosts of melodious prophecyings rave
Round every spot where trod Apollo’s foot; \
Bronze clarions awake, and faintly bruit,
Where long ago a Giant Battle was;
And, from the turf, a lullaby doth pass 
In every place where infant Orpheus slept.
Feel we these things? —  that moment have we stept 
Into a sort of oneness, and our state 
Is like a floating spirit’s.
From the pleasure of the senses Wordsworth proceeds, in The
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Excursion, to a higher plane of human experience, i.e. the happiness 
of love, the happiness of a kindred love in fellow-natures, or 
fellowship.
For, the Man —
Who, in this spirit, communes with the Forms 
Of nature, who with understanding heart 
Both knows and loves such objects as excite;
No morbid passions, no disquietude.
No vengeance, and no hatred —  needs must feel 
The joy of that pure principle of love 
So deeply, that, unsatisfied with aught 
Less pure and exquisite, he cannot choose 
But seek for objects of a kindred joy.
Accordingly he by degrees perceives 
His feelings of aversion softened down;
A holy tenderness pervade his frame.*
Such is Wordsworth’s ’principle of love’ , which, as an active 
agent, leads to human happiness, the highest joy one can feel. 
Without its Christian element, this ’principle of love’ in a limited 
sense is also the basis of Endymion’s argument for happiness. Like 
Wordsworth Endymion proceeds from the pleasure of the senses to the 
happiness of love and friendship:
But there are 
Richer entanglements, enthralments far 
More self-destroying, leading, by degrees,
To the chief intensity: the crown of these
* The Excursion, IV, 1207-20.
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Is made of love and friendship, and sits high 
Upon the forehead of humanity.
All its more ponderous and bulky worth 
Is friendship, whence there ever issues forth 
A steady splendour; but at the tip-top,
There hangs by unseen film, an orbed drop 
Of light, and that is love: its influence.
Thrown in our eyes, genders a novel sense,
At which we start and fret; till in the end.
Melting into its radiance, we blend.
Mingle, and so become a part of it, —
Nor with aught else can our souls interknit 
So wingedly: when we combine therewith.
Life’s self is nourish’d by its proper pith.
And we are nurtured like a pelican brood.
It is notable that here for Endymion love is more or less understood 
as love between man and woman: it is not yet the humanitarian love 
as envisaged by Wordsworth and as found in the third book of the 
poem. Endymion, indeed, makes clear distinction between two kinds 
of love, namely, love between friends, and love between man and 
woman. But because he has unduly narrowed his understanding of love 
Endymion, as we shall see, is^yet the wise man he eventually becomes 
at the end of the poem. It is perhaps a mistake to look upon 
Endymion’s definition of happiness as Keats’ own. Before the 
completion of the poem his idea of negative capability has been 
clearly formulated.* An important passage in his letters which has
* Cf. letter to George and Thomas Keats, 21 Dec. 1817.
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been overlooked by commentators is the following:
Young Men for some time have an idea that such a thing as 
happiness is to be had and therefore are extremely impatient under 
any unpleasant restraining —  in time however, of such stuff is 
the world about them, they know better and instead of striving from 
Uneasiness greet it as an habitual sensation, a pannier which is 
to weigh upon them through life.*
This passage criticizing young men looking for happiness is found 
in the same letter where he declares that Endymion is ’very free 
from fault’. Significantly, his description of these ’Young Men’ 
is almost a description of Endymion in the first book: Endymion 
believes that ’such a thing as happiness is to be had’ and so 
sets out on his long journey in search of it. As we have seen, 
his definition of happiness, gauged by that of Wordsworth, has 
shortcomings; but Endymion is soon getting older and wiser, and 
is soon to greet uneasiness as a ’habitual sensation’. After all, 
Endymion’s definition of happiness is only a ’regular stepping of 
the Imagination towards a Truth’: it is a ’stepping of the Imagina­
tion’, but not yet the ’Truth’.
In any case, Keats’ belief in love leads him to disparage war 
as unfit for poetical treatment. He opens the second book with 
this dismissal:
* Letter to J. Taylor, 24 April 1818.
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Hence, pageant history! hence, gilded cheat!
Swart planet in the universe of deeds!
Wide sea, that one continuous murmur breeds 
Along the pebbled shore of memory!
Many old rotten-timber’d boats there be 
Upon thy vaporous bosom, magnified 
To goodly vessels; many a sail of pride.
And golden keel’d, is left unlaunchAd and dry.
But wherefore this? What care, though owl did fly 
About the great Athenian admiral’s mast?
What care , though striding Alexander past 
The Indus with his Macedonian numbers?
Though old Ulysses tortured from his slumbers 
The glutted Cyclops, what care?*
This almost amounts to a dismissal of Homer; and his exaltation of 
Hero, Imogen and Pastorella in the name of love (something consistent 
with the development of the story), on the other hand, conceals 
contemporary influence and may appear as a complete return to the 
Elizabethans. Though the influence of Marlowe, Shakespeare, Spenser, 
and others should be taken into account, the thought in this very 
passage is derived from Wordsworth. The phrase ’shore of memory’ 
is a reminiscence of these lines in The Excursion;
Deposited upon the silent shore 
Of memory, images and precious thoughts.
That shall not die, and cannot be destroyed.**
* Endymion, II, 14-27*
** The Excursion, VII, 28-50.
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To the same book of Wordsworth’s poem where the above passage is 
taken Keats is indebted for the idea that war is not a fit subject 
for poetical treatment. For Wordsworth asks:
Noise is there not enough in doleful war,
But that the heaven-born poet must stand forth,
And lend the echoes of his sacred shell,
To multiply and aggravate the din?*
The second book of Endymion is mainly an account of the 
pilgrimage of the ’brain-sick shepherd-prince’. How ’sick’ he is is 
stressed by repeated descriptions of his inability to lift himself
from indulgence in sensual love to a practice of the Wordsworthian
humanitarian love. For example, Endymion thus addresses his ’known 
Unknown’:
0 known UnknownI from whom my being sips 
Such darling essence, wherefore may I not 
Be ever in these arms? in this sweet spot 
Pillow my chin for ever? ever press 
These toying hands and kiss their smooth excess?
Why not for ever and for ever feel
That breath about my eyes? **
But the transition from the second book to the third book -- the 
transition from sensual love to humanitarian love -- is carefully
prepared. At the end of the second book E n dymion hears the voice
* Itia., VII, 363-6.
** Endymion, II, 739-45"
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of Alpheus pleading passionately with Arethusa, who for fear of 
Diana is unable to relieve him of his pain. Endymion’s sympathy 
is roused: he wakes up from his ’dream’ for the moment;
AhI what is it sings
His dream away?*
Having heard Alpheus’ sad tale, Endymion weeps and utters this 
prayer, which serves as a prologue to the humanitarian third book;
I urge
Thee, gentle Goddess of my pilgrimage.
By our eternal hopes, to soothe, to assuage.
If thou art powerful, these lovers’ pains;
And make them happy in some happy plains.**
Endymion is on his w^y to a greater understanding of man and life.
It is only natural that Keats shares with ^ordsworth the 
spirit of the age. Love, hope, joy, truth, beauty and such words 
are their common vocabulary. And social justice is strongly felt 
by both. It is not impossible that the spirit of Wordsworth’s 
Poems Dedicated to National Independence and Liberty has crept into 
Keats’ poetry here and there, particularly after his departure from 
Hunt. We have these lines in Calais, August 15, 1802;
Happy is he, who, caring not for Pope,
Consul, or King, can sound himself to know 




Or in The Excursion we have —
The smoke ascends 
To heaven as lightly from the cottage-hearth 
As from the haughtiest palace. He, whose soul 
Ponders this true equality, may walk 
The fields of earth with gratitude and hope;
Yet, in that meditation, will he find 
Motive to sadder grief, as we have found;
Lamenting ancient virtues overthrown,
And for the injustice grieving, that hath made 
So wide a difference between man and man.*
The opening lines of the third book of Endymion perhaps provide a 
parallel to the passages quoted in the above:
There are who lord it o’er their, fellow-men 
With most prevailing tinsel: who unpen 
Their baaing vanities, to browse away 
The comfortable green and juicy hay 
From human pastures; or, 0 torturing fact!
Who, through an idiot blink, will see unpack’d
Fire-branded foxes to sear up and singe
Our gold and ripe-ear’d hopes. With not one tinge
Of sanctuary splendour, not a sight
Able to face an owl’s, they still are dight
By the blear-eyed nations in empurpled vests.
And crowns, and turbans. With unladen breasts,
Save of blown self-applause, they proudly mount 
To their spirit’s perch, their being’s high account.
Their tiptop nothings, their dull skies, their thrones —
* The Excursion, IX, 2^45-54
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Amid the fierce intoxicating tones 
Of trumpets, shoutings, and belabour'd drums,
And sudden cannon.
It is significant that in the third book the moon becomes a 
symbol of humanitarianism;
0 Moon! the oldest shades 'mong oldest trees 
Feel palpitations when thou lookest in:
0 Moon! old boughs lisp forth a holier din 
The while they feel thine airy fellowship.
Thou dost bless every where , with silver lip 
Kissing dead things to life.*
On the whole, the third book is devoted to the unselfish service 
Endymion renders to dead lovers. With the help of Endymion Glaucus 
is freed of his curse and the drowned lovers are restored to life.
It is perhaps not necessary to look upon this book as an excursus 
accidentally prompted by Wordsworth's humanitarianism, as it is 
customary for some critics to do, only because Keats wrote this 
book in Oxford, where Bailey, with whom Keats stayed, happened to be 
a Wordswonthian. This book, as we have seen,has been carefully 
prepared in the second book, and indeed even in the first book. 
Endymion*s view of love as stated there is not entirely prompted by 
personal motive:
* Endymion, III, 52-7*
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For I have ever thought that it might bless 
The world with benefits unknowingly.*
For Endymion love and friendship are the highest of 'self-destroying* 
enthralments,
and sits high 
Upon the forehead of humanity.**
Endymion*s view of love, therefore, has been carefully prepared to 
develop into the humanitarian love as seen in the third bx)ok. The 
idea that love can give immortality to men is also not new to the 
third book, for in the speech on happiness again Endymion says:
this earthly love has power to make 
Men's being mortal, immortal.***=
The presence of Wordsworth's influence in the third book cannot 
be denied, but it is not necessarily due to Bailey's persuasion, 
as Wordsworth's influence is found throughout the poem.
The story of Glaucus is meant, perhaps, to be a warning to 
Endymion. Glaucus, at first a devotee to nature, falls in love with 
Scylla, but is refused. In resorting to Circe for help he becomes 
a prey to sensual pleasure; a 'tranced vassal* to the 'arbitrary 
queen of sense*. How Keats emphasizes the dreamy qature of all this 
is seen in the words of Circe as she tempts him:
* Ibid. , I, 826-7,.
** Ibid., I, 801-2.
*** Ibid., I, 843-4.
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If thou art ripe to t&ste a long love dream;
If smiles, if dimples, tongues for ardour mute,
Hang in thy vision like a tempting fruit,
0 let me pluck it for thee.*
For his surrender to sensual love Glaucus is doomed to senile 
feebleness, saved only by a profound knowledge of things and a 
humanitarian act. The following passage, of central importance, is 
put in italics by Keats;
In the wide sea there liv0s a forlorn wretch,
Doom'd with enfeebled carcase to outstretch 
His loath'd existence through ten centuries.
And then to die alone. Who can devise
A total opposition? No one. So
One million times ocean must ebb;and flow.
And he oppressed. Yet he shall not die.
These things accomplish'd: —  If he utterly 
Scans all the depths of magic, and expounds 
The meanings of all motions, shapes, and sounds;
If he explores all forms and substances 
Straight homeward to their symbol-essences;
He shall not die. Moreover, and in chief.
He must pursue this task of joy and grief 
Most piously; —  all lovers tempest-tost,
And in the savage overwhelming lost,
He shall deposit side by side, until
Time's creeping shall the dreary space fulfil:
Which done, and all these labours ripened,
A youth, by heavenly power lov'd and led,
* Ibid. , III, 440-3.
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Shall stand before him; whom he shall direct 
How to consummate all. The youth elect 
Must do the thing, or both will be destroy'd.*
The whole passage is Wordsworthian: it points out the necessity of 
knowledge and the necessity of humanitarianism. One of the conditions 
for Glaucus' salvation —  a knowledge of the meanings of all motions, 
shapes, sounds, forms and substances —  in particular recalls 
Wordswortîisbelief in the necessity of a comprehensive knowledge:
Happy is he who lives to understand,
Not human nature only, but explores 
All natures, —  to the end that he may find 
The law that governs each; and where begins 
The union, the partitionWhere, that makes 
Kind and degree, among all visible Beings;
The constitutions, powers, and faculties.
Which they inherit, —  cannot step beyond, —
And cannot fall beneath; that do assign 
To every class its station and its office,
Through all the mighty commonwealth of things;
Up from the creeping plant to sovereign Man.**
The story of Glaucus is a warning to Endymion in that it shows 
how knowledge is necessary and, above all, how sensual love should 
be rejected in favour of humanitarian love, if he is not to suffer 
Glaucus* fate.
^ Ibid, III, 689-711.
^  The Excursion, IV, 332-43
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The fourth hook is the climax of the poem: to the problem of 
Endymion’s unhappiness Keats now provides a solution. In these 
lines, —
Perhap ye are too happy to be glad:
Or feel as if it were a common day,*
—  de Selincourt has discerned a 'curious though vague suggestion*
of The Excursion and the Immortality ode. He believes that the
first of these lines recalls the contrast in the ode 'between the 
gladness of thoughtless childhood and the sobered happiness of 
experience.' As to the expression 'common day', he believes it 
recalls 'the lines in the Prospectus to the Excursion where we are 
told of Paradise and the Elysian groves that: —
the discerning intellect of Man,
When wedded to this goodly universe 
In love and holy passion, shall find these 
The simple produce of the common day.(**
I find that convincing, though the expression 'common day* is a
common one in Wordsworth's poetry. Even in the Immortality ode
Wordsworth uses it in his description of the four stages of Man.
Heaven lies about us in our infancyI 
Shades of the prison-house begin to close
* Endymion, IV, 819-20.
** De Selincourt, op.cit. , p.451*
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Upon the growing Boy 
But He beholds the light, and whence it flows,
He sees it in his joy;
The Youth, who daily farther from the east 
Must travel, still is Nature's Priest,
And by the vision splendid 
Is on his way attended;
At length the Man perceives it die away.
And fade into the light of common day.
The light of common day is the light in which the Man views the 
world of things. Besides the loss of the glory and the freshness
of childhood vision, then, does 'common day' in its association
with Manhood not suggest maturity? In the poem To a Highland Girl, 
written in 1803, there are these lines;*
But, 0 fair Creature! in the light 
Of common day, so heavenly bright,
I bless Thee, Vision as thou art,
I bless thee with a human heart.*
The highland girl has so appealed to the poet's mature imagination. 
Is it because in her —  a 'Vision' —  the poet,has for a moment 
recaptured the glory and the freshness of childhood, and so he, as 
a Man in maturity -- seeing even 'in the light of common day' 
finds that a moving experience? It is significant that the poet ivhis 
in her --
* To a Highland Girl, 15-8.
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The freedom of a Mountaineer;
A face with gladness overspread!*
—  and departs with these words:
Nor am I loth, though pleased at heart.
Sweet Highland G-irll from thee to part;
For I , methinks, till I grow old,
As fair before me shall behold,
As I do now, the cabin small.
The lake, the bgy, the waterfall;
And Thee, the Spirit of them allI**
For the poet she represents the spirit of the freedom and gladness 
whiph a child feels in nature. Since childhood is now to the poet 
a remote past, its glory and its freshness has to him, as in contrast 
to the light of common day, a dream-like quality:
Sweet Highland Girl, a very shower 
Of beauty is thy earthly dowerI 
Twice seven consenting years have shed 
Their utmost bounty on thy head:
And these grey rocks; that household lawn;
Those trees, a veil just half withdrawn;
This fall of water that doth make 
A murmur near the silent lake;
This little bay; a quiet road 
That holds in shelter thy Abode -- 
In truth together do ye seem 
Like something fashioned in a dream.***
* Ibid. , 33-4.
** Ibid., 72-8.
*** Ibid. , 1-12.
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This is a parallel to the opening lines of the Immortality ode:
There was a time when meadow, grove, and stream.
The earth, and every common sight,
To me did seem 
Apparelled in celestial light.
The glory and the freshness of a dream.
The glory and the freshness of a dream is for a moment brought back
to him by the highland girl, —  even in the light of common day,
even when the poet has matured into Manhood.
Therefore, when, after a long absence, peona welcomes her 
brother home with these words,
Perhaps ye are too happy to be glad:
Or feel as if it were a common day,
—  Keats probably means that after the journey Endymion has matured
into Manhood. Things are seen in the light of common day; and he
no longer sees everything as in a dream, as he saw at the beginning
of the poem. Towards the end of the poem he has more or less come 
to grips with reality, ^e realizes:
I have clung 
To nothing, lov'd a nothing, nothing seen
Or felt but a great dream!*
* Endymion, IV, 636-8.
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Furthermore, Endymion has travelled through the Cave of Quietude.
There lies a den,
Beyond the seeming confines of the space 
Made for the soul to wander in and trace 
Its own existence, of remotest glooms.
Dark regions are around it, where the tombs 
Of buried griefs the spirit sees, but scarce 
One hour doth linger weeping, for the pierce 
Of new-born woe it feels more inly smart:
And in these regions many a venom’d dart 
At random flies; they are the proper home 
Of e®ery ill: the man is yet to come 
Who hath not journeyed in this native hell.*
In this native hell has Endymion journeyed; and so he has matured
into Manhood: his dream has faded into the light of common day.
Keats further describes this Cave of Quietude:
Happy gloomI 
Dark Paradise! where pale becomes the bloom 
Of health by hue; where silence dreariest 
Is most articulate; where hopes infest;
Where those eyes are the brightest far that keep 
Their lids shut longest in a dreamless sleep.**
In The Excursion Wordsworth has thus uttered this fervent prayer:
* Ibid. , IV, 512-23.
** Ibid. , IV, 537-42.
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—  thou, who didst wrap the cloud 
Of infancy around us, that thyself,
Therein, with our simplicity awhile
Might’st hold, on earth, communion undisturbed;
Who from the anarchy of dreaming sleep,
Or from its death-like void, with punctual care,
And touch as gentle as the morning light,
Restor’st us, daily, to the powers of sense 
And reason’s stedfast rule.*
Endymion has at last been restored from ’the anarchy of dreaming 
sleep’ to ’the powers of sense and reason’s stedfast rule’. 
Endymion says:
Why, I have been a butterfly, a lord 
Of flowers, garlands, love-knotsj silly posies.
Groves, meadows, melodies, and arbour roses;
My Kingdom’s at its death, and just it is 
That I should die with it : so in all this 
We miscall grief, bale, sorrow, heartbreak, woe.
What is there to plain of?**
In bidding his past life farewell Endymion finds it necessary to 
reconcile himself to the realities of the actual world: he accepts 
grief, bale, sorrow, heartbreak and woe, which at the beginning of 
the poem he did not accept. And he realizes the importance of 
working for the welfare of his fellow-men:
* The Excursion, IV, 83-9I.
** Endymion, IV, 937-43*
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Through me the shepherd realm shall prosper well;
For to thy tongue will I all health confide.*
At last Endymion arrives at the 'Truth*. The young man who believed 
that 'such a thing as happiness is to be had* now learns to greet 
'Uneasiness* as a 'habitual sensation*. This is a Wordsworthian 
conclusion. In The Excursion Wordsworth has demonstrated the need 
of fortitude in the face of suffering:
—  The darts of anguish fix not where the seat 
Of suffering hath been thoroughly fortified 
By acquiescence.**
The White Doe of Rylstone is likewise a tale of suffering and 
fortitude, though that poem, published in 1819, could not have 
been seen by Keats at this time.
With the completion of Endymion Keats also matured into a 
poet ^  his own right. In the Preface he referred to the poem as 
a 'youngster* who 'should die away*: that recalls Endymion's talk 
about the 'death* of his 'Kingdom* and about how he 'should die 
with it*. Keats was sure of the ripening of his poetical power.
He had also said that he would not talk about poetical fame until 
Endymion was finished; and he spoke of the poem as * a test* of his 
power of imagination and invention, and as * a great task', which, 
when done, would take him 'But a dozen paces towards the Temple of
* Ibid., IV, 863-4.
** The Excursion, IV, 18-20.
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F a m e ' . *  H e  w a s  j u s t i f i e d .
I n  E n d y m i o n ,  t h e n ,  K e a t s '  v i e w s  o f  b e a u t y ,  n a t u r e ,  l o v e ,  
h a p p i n e s s ,  a n d  s o r r o w  m o r e  o r  l e s s  c o r r e s p o n d  t o  t h o s e  h e l d  b y  
W o r d s w o r t h .  A n d  t h o u g h  K e a t s '  i d e a s  a b o u t  t h e m  m a y  b l o s s o m  f o r t h  
i n  a  f r a g r a n c e  o f  t h e i r  o w n ,  y e t  t h e y  a r e  l a r g e i ÿ  c a r e f u l l y  n u r s e d  
i n  t h e  g a r d e n  o f  W o r d s w o r t h ,  i t s e l f  r i c h  a n d  w i t h  e n o u g h  v a r i e d  
f l o w e r s  f o r  a n y o n e  w h o  c a r e s  t o  e n t e r  a n d  p i c k .  K e a t s  h a s  e n t e r e d  
a n d  l i n g e r e d  l o n g  e n o u g h  t o  h a v e  p r o d u c e d  m o r e  t h a n  m e r e  i m i t a t i o n s ,  
a s  w e  h a v e  s e e n .  W i t h  h i s  p o e t i c a l  p o w e r  f o r  c o n d e n s a t i o n  s o m e  
o f  K e a t s '  l i n e s  e v e n  s u r p a s s  t h e i r  c o u n t e r p a r t s  i n  W o r d s w o r t h  f o r  
t h e i r  m e m o r a b i l i t y  a s  e p i g r a m s ,  s u c h  a s :
A  t h i n g  o f  b e a u t y  i s  a  j o y  f o r  e v e r .
N o  l o n g e r  i s  K e a t s  t h e  i m i t a t o r  t h a t  h e  o n c e  w a s  i n  t h e  1817 P o e m s .
O n  t h e  w h o l e ,  h e  h a s  d r a w n  f r o m  W o r d s w o r t h  a  s p i r i t u a l  f r a m e w o r k  
i n  w h i c h  t h e  s t o r y  o f  E n d y m i o n  m o v e s  a n d  i n  w h i c h  a r e  e m b e d d e d  g e m s  
o f  r a r e  b e a u t y  w i t h  w h i c h  n o  l o v e r  o f  E n g l i s h  p o e t r y  i s  w i l l i n g  t o  
p a r t .  P e r h a p s  t h e  c h i e f  f a u l t  o f  t h e  p o e m  i s  t h a t  t h e  v e r y  
l u x u r i a n c e  o f  t h e  i m a g e r y  t e n d s  t o  s m o t h e r  i t s  m a i n  d r i f t .
T h e r e  a r e  t w o  m o r e  p o s s i b l e  i s o l a t e d  r e m i n i s c e n c e s  o f  W o r d s w o r t h  
I  h a v e  s o  f a r  t r a c e d  i n  E n d y m i o n .  F o r  t h e  d e s c r i p t i o n  o f  L a t m o s  
I  t h i n k  K e a t s  b o r r o w s  a  d e v i c e  f r o m  W o r d s w o r t h  t o  c r e a t e  a n  a t m o s p h e r e  
o f  s o l i t u d e .  T h e r e  i s  t h i s  i m p r e s s i v e  s c e n e  f r o m  T h e  E x c u r s i o n :
*  C f .  l e t t e r  t o  B a i l e y ,  8  O c t .  1817.
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from out the mountain's heart 
The solemn voice appeared to issue, startling 
The blank air —  for the region all around 
Stood empty of all shape of life, and silent 
Save for that single cry, the unanswer'd bleat 
Of a poor lamb left somewhere to itself.
The plaintive spirit of the solitude!*
The feeling of solitude in the mountain is intensified by the 
presence of one single, straying lamb with its unanswered bleat —  
more so than if there is nothing moving or no sound at all. Keats 
adopts this device in his description of Latmos:
it had gloomy shades, sequestered deep.
Where no man went; and if from shepherd's keep
A lamb strayed far a-down those inmost glens.
Never again saw he the happy pens
Whither his brethren, bleating with content.
Over the hills at every nightfall went.**
This device of using a straying lamb is essentially the same as that 
of Wordsworth, and well serves its purpose in a context when the 
story of a shepherd-prince is the subject.
The image of 'shore' appears to be a favourite of Wordsworth's. 
We have seen his image of 'the shore of memory'; and the poet's
memory of Grasmere brings his fancies to compare the Osmunda fern
with
* The Excursion, IV, 406-12.
** Endymion, I, 67-72.
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Lady of the Mere,
Sole-sitting hy the shores of old romance.*
This image of 'the shores of old romance* may have contributed to 
Keats* image of 'the shore of tangled wonder's
No, never more 
Shall airy voices cheat me to the shore 
Of tangled wonder, breathless and aghast.**
* *A narrow girdle of rough stones', 37-8.
** Endymion, IV, 633-3.
Chapter Three
ISABELLA, TO J.H.REYNOLDS , ESQ. 
AND
THE EVE OF ST. AGNES
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K e a t s '  r e a c t i o n  a g a i n s t  W o r d s w o r t h  b e g a n  a f t e r  t h e  o l d e r  
p o e t ' s  c o m m e n t  o n  h i s  ' H y m n  t o  p a n *  a s  ' a  p r e t t y  p i e c e  o f  p a g a n i s m * ,  
w h e n  h i s  d e c l a r a t i o n  o f  T h e  E x c u r s i o n  a s  o n e  o f  t h e  t h r e e  t h i n g s  t o  
r e j o i c e  a t  i n  h i s  a g e  w a s  s c a r c e l y  o n e  m o n t h  o l d .  I t  i s  h a r d  t o  
t e l l  n o w  w h e t h e r  W o r d s w o r t h ' s  c o m m e n t  w a s  m e a n t  t o  b e  d e r o g a t o r y .  
L a n d o r ' s  l e t t e r  t o  L a d y  B l e s s i n g t o n  m a y  t h r o w  s o m e  l i g h t  o n  t h e  
t r u t h :
M r .  B r o w n  a c c o m p a n i e d  p o o r  K e a t s  o n  a  v i s i t  t o  W K e a t s
r e a d  t o  h i m  a  p a r t  o f  h i s  " E n d y m i o n , "  i n  w h i c h ,  I  t h i n k ,  h e  t o l d  
m e ,  t h e r e  i s  a  " H y m n  t o  P a n . "  W - -  l o o k e d  r e d ,  t h o u g h  g r a v e ;  a n d  
s a i d ,  a t  l a s t ,  " A  p r e t t y  p i e c e  o f  p a g a n i s m . "
T h i s  r e m i n d s  m e  o f  K e n y o n ' s  q u e s t i o n  t o  R o b i n s o n ,  —  " D i d
y o u  e v e r ,  y o u  w h o  h a v e  t r a v e l l e d  w i t h  h i m  f o r  m o n t h s  t o g e t h e r ,
d i d  y o u  e v e r  h e a r  h i m  s p e a k  f a v o u r a b l y  o f  a n y  a u t h o r  w h a t s o e v e r ? "
R o b i n s o n ' s  r e p l y  w a s ,  " H e  c e r t a i n l y  i s  n o t  g i v e n  t o  t h e  
l a u d a t o r y . " *
I f  W o r d s w o r t h  h e a r d  t h e  ' H y m n '  w e l l  e n o u g h  a t  a l l ,  p e r h a p s  h e  c o u l d  
n o t  f a i l  t o  s e e  h i s  o w n  i n f l u e n c e  i n  i t .  A t  a n y  r a t e ,  K e a t s  w a s  
o f f e n d e d .  H e  w r o t e  t o  R e y n o l d s :  ' I t  m a y  b e  s a i d  t h a t ^ o u g h t  t o  r e a d  A
o u r  C o n t e m p o r a r i e s  —  t h a t  W o r d s w o r t h  & c .  s h o u l d  h a v e  t h e i r  d u e  f r o m  
u s .  B u t ,  f o r  t h e  s a k e  o f  a  f e w  f i n e  i m a g i n a t i v e  o r  d o m e s t i c  p a s s a g e s ,  
a r e  w e  t o  b e  b u l l i e d  i n t o  a  c e r t a i n  p h i l o s o p h y  e n g e n d e r e d  i n  t h e
we
*  F r o m  S h e l l e y  a n d  K e a t s  a s  t h e y  s t r u c k  t h e i r  C o n t e m p o r a r i e s ,  
e d i t e d  b y  E .  B l u n d e n .
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whims of an Egotist —  Every man has his speculations, hut every 
man does not brood and peacock over them till he makes a false 
coinage and deceives himself.'* In a temper Keats magnified 
Wordsworth's fault, already pointed out by Hazlitt and attacked 
by Reynolds.**
The tale of Isabella, finished in April 1818, was probably 
chosen at Hazlitt's suggestion.*** Since it was begun in reaction 
against Wordsworth, it is one of the l&ast Wordsworthian of Keats' 
important poems. In it Keats follows Boccaccio, as Mr. Ridley 
has shown, fairly closely, leaving, in any case, little room for
* Letter to Reynolds, 3 Feb. 1818.
** Reynolds, in his review of Endymion in the Alfred, West of 
England Journal (11th October) , defended Keats against the Quarterly 
reviewer, and at the same time criticized some of the living poets 
in order to exalt Keats. He disapproved of Wordsworth's egotism: 
'Wordsworth might have safely cleared the rapids in the stream 
of time, but he lost himself by looking at his own image in the 
waters.*
*** Talking about Dryden's versions of Chaucer and Boccaccio in 
his 'Lecture on Dryden and Pope*, Hazlitt said: * I should think 
that a translation of some of the serious tales in Boccaccio and 
Chaucer, as that of Isabella, the Falcon, of Constance, the Prioress*s 
Tale, and others, if executed with taste and spirit, could not fail 
to succeed in the present day.*
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Wordsworthian elements to creep in.* I have succeeded in 
tracing only one verbal reminiscence in the whole poem, and even 
that is doubtful.
AhI wherefore all this wormy circumstance?**
'Wormy circumstance' may have been a reminiscence of Wordsworth's 
expression 'wormy ground' in this line:
Though under covert of the worgay ground!***
It is however possible that Keats derives his expression from 
A Midsummer Might's Dream, in which Shakespeare uses the phrase 
'wormy bed':
Damned spirits all.
That in cross-ways and floods have burial,
Already to their wormy beds are gone. ****
The search for an answer to the question, 'What is poetry?» 
continually occupied Keats' attention. In spite of his outburst 
against Wordsworth's egotism, it was impossible for him to ignore 
the solution provided by Wordsworth. He had said, in November 1817,
* See M.R.Ridley, Keats' Craftsmanship, 1933> ch. ii.
** Isabella, XLIX.
*** The Excursion, III, 281.
**** A Midsummer Night's Dream, III, ii, 382-4.
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*0 for a Life of Sensations rather than of Thoughts!'* A resolution 
of this hovering between 'Sensations' and 'Thoughts' now became 
pertinent; and even before the completion of Isabella he began 
to accept more whole-heartedly Wordsworth's view of poetry as 
embodied in The Excursion and the fragment of The Recluse prefixed 
to it. The epistle To J.H.Reynolds, Esq., dated 25th March, is 
an important document to that effect. I quote the relevant 
passage entire , and then examine its Wordsworthian elements a little 
more closely.
0 that our dreamings all of sleep or wake 
Would all their colours from the Sunset take :
From something of material sublime,
Rather than shadow our own Soul's daytime 
In the dark void of Night. For in the world 
We jostle -- but my flag is not unfurl'd 
On the Admiral staff —  and to philosophise 
I dare not yet! —  Oh never will the prize,
High reason, and the lore of good and ill 
Be my award. Things cannot to the will 
Be settled, but they tease us out of thought.
Or is it that Imagination brought
Beyond its proper bound, yet still confined, —
Lost in a sort of Purgatory blind.
Cannot refer to any standard law 
Of either earth or heaven? -- It is a flaw
* Letter to Bailey, 22 Nov. 1817.
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I n  h a p p i n e s s  t o  s e e  b e y o n d  o u r  b o u r n  —
I t  f o r c e s  u s  i n  S u m m e r  s k i e s  t o  m o u r n :
I t  s p o i l s  t h e  s i n g i n g  o f  t h e  N i g h t i n g a l e .
D e a r  R e y n o l d s ,  I  h a v e  a  m y s t e r i o u s  t a l e  
A n d  c a n n o t  s p e a k  i t .  T h e  f i r s t  p a g e  I  r e a d  
U p o n  a  L a m p i t  R o c k  o f  g r e e n  s e a  w e e d  
A m o n g  t h e  b r e a k e r s  —  * T w a s  a  q u i e t  E v e ;
T h e  r o c k s  w e r e  s i l e n t  - -  t h e  w i d e  s e a  d i d  w e a v e  
A n  u n t u m u l t u o u s  f r i n g e  o f  s i l v e r  f o a m  
A l o n g  t h e  f l a t  b r o w n  s a n d .  I  w a s  a t  h o m e ,
A n d  s h o u l d  h a v e  b e e n  m o s t  h a p p y  —  b u t  I  s a w  
T o o  f a r  i n t o  t h e  s e a ;  w h e r e  e v e r y  m a w  
T h e  g r e a t e r  o n  t h e  l e s s  f e e d s  e v e r m o r e :  - -  
B u t  I  s a w  t o o  d i s t i n c t  i n t o  t h e  c o r e  
O f  a n  e t e r n a l  f i e r c e  d e s t r u c t i o n .
A n d  s o  f r o m  H a p p i n e s s  I  f a r  w a s  g o n e .
S t i l l  a m  I  s i c k  o f  i t :  a n d  t h o u g h  t o - d a y
I ' v e  g a t h e r e d  y o u n g  s p r i n g - l e a v e s ,  a n d  f l o w e r s  g a y
O f  P e r i w i n k l e  a n d  w i l d  s t r a w b e r r y ,
S t i l l  d o  I  t h a t  m o s t  f i e r c e  d e s t r u c t i o n  s e e ,
T h e  S h a r k  a t  s a v a g e  p r e y  —  t h e  h a w k  a t  p o u n c e ,
T h e  g e n t l e  R o b i n ,  l i k e  a  p a r d  o r  o u n c e ,
R a v e n i n g  a  w o r m  - -  A w a y  y e  h o r r i d  m o o d s .
M o o d s  o f  o n e ' s  m i n d ! *
T h e  a b o v e  p a s s a g e  b e g i n s  w i t h  a  c o n s c i o u s  m e m o r y  o f  W o r d s w o r t h :
0  t h a t  o u r  d r e a m i n g s  a l l  o f  s l e e p  o r  w a k e  
W o u l d  a l l  t h e i r  c o l o u r s  f r o m  t h e  S u n s e t  t a k e :
* To J.H.Reynolds, Esq., 67-106.
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Prom something of material sublime,
Rather than shadow our own Soul's daytime 
In the dark void of Night.
In The Excursion there are these lines:
Your discourse this day,
That, like the fabled Lethe, wished to flow 
In creeping sadness, through oblivious shades 
Of death and night, has caught at every turn 
The colours of the sun. *
The similarity is remarkable: like Wordsworth Keats vividly contrasts 
the brilliance of the colours of the sun with the shades of death 
and night; and like Wordsworth Keats does it not for the sake of 
mere 'Sensations', for he is concerned with the 'Soul' and 'our 
dreamings all of sleep or wake *, i.e. 'Thoughts'. That is 
Wordsworthian.
In a fit of despair (probably through his suspicion and fear 
of a cold reception for Endymion, but more probably through his 
own awareness of its weaknesses) Keats goes on:
Oh never will the prize.
High reason, and the lore of good and ill 
Be my award.
* The Excursion, IV, 1122-6.
Ill
'The lore of good and ill* is the poetry about life. It is a 
reminiscence of Shakespeare as well as Wordsworth. In All's Well, 
which Keats certainly read,* Shakespeare says:
The web of our life is of a mingled yarn, good and ill 
together.**
Wordsworth agrees with Shakespeare. He thus advises the sons of 
Burns :
Through twilight shades of good and ill 
Ye now are panting up life's hill.
And more than common strength and skill 
Must ye display;
If ye would give the better will 
Its lawful sway.***
Keats follows Wordsworth in agreeing with Shakespeare that 'the 
web of our life is of a mingled yarn, good and ill together'.
And in the light of the greatness of Shakespeare he sees the 
greatness of Wordsworth for his courage to face life as it is.
The line, 'High reason, and the lore of good and ill*, also serves 
to sum up Wordsworth's achievement in The Excursion, and probably 
that of Milton in paradise Lost. Mg fears that prize, so clearly 
in Wordsworth's hand, cannot be his award, because now he finds
* Cf. C.Spurgeon, op.cit. p.5*
^  All's Well That Ends Well, IV, iii, 67.
*** To the Sons of Burns, 7-12.
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Endymion unsatisfactory and is 'lost in a sort of purgatory blind':
Things cannot to the will 
Be settled, but they tease us out of thought.
Or is it that Imagination brought
Beyond its proper bound, yet still confined, --
Lost in a sort of Purgatory blind.
Cannot refer to any standard law 
Of either earth or heaven?
Keats cannot make up his mind whether he should rest content 
with 'Sensations* or whether he should go on 'philosophizing' as 
Wordsworth explicitly does in The Excursion and as he to some extent 
has already done in Endymion. He states the case of the joy of 
the senses in these words:
It is a flaw
In happiness to see beyond our bourn —
It forces us in Summer skies to mourn:
It spoils the singing of the Nightingale.
This is a statement of what he believes to be the joy of the senses, 
but it is not necessarily an adverse criticism of 'Philosophy' or’ 
'Thoughts't It cannot be, because he has just expressed his 
regret for not having 'high reason, and the lore of good and ill' 
as his award, for not daring yet to 'philosophize':
but my flag is not unfurl'd 
On the Admiral staff -- and to philosophize 
I dare not yet:
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Nor does Keats mean that he does not see 'beyond his bourn*. He
does see 'beyond his bourn', and so he is unhappy. He continues:
Dear Reynolds, I have a mysterious tale
And cannot speak it. The first page I read
Upon a Lampit Rock of green sea weed
Among the breakers —  'Twas a quiet Eve;
The rocks were silent -- the wide sea did weave 
An untumultuous fringe of silver foam 
Along the flat brown sand. I was at home,
And should have been most happy —  but I saw 
Too far into the sea; where every maw 
The greater on the less feeds evermore:—
But I saw too distinct into the core 
Of an eternal fierce destruction.
And so from Happiness I far was gone.
This, on the other hand, is a statement about himself: he is 
unhappy. He is not content to be merely a king of the realm of 
Flora and old Pan, as Endymion is not content to be merely 'a lord 
of flowers, garlands, love-knots, silly posies, groves, meadows, 
melodies, and arbour roses'. Keats sees 'beyond his bourn',
'into the core of an eternal fierce destruction': he has to
'philosophize', whether he will or not. The passage about the 
happiness of not weeing 'beyond our bourn' is therefore more a 
statement of a case than a statement about Keats himself; the 
passage from the 'mysterious tale* onwards, on the other hand, is 
a statement about himself. Keats has himself experienced enough
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sorrow to know that 'ill' is as much a part of life as 'good*.
He cannot ignore, then, 'the fierce confederate storm of sorrow*, 
as Wordsworth cannot. And even if he wants to he content with 
the happiness of * Sensations* , he cannot do it: he cannot get rid 
of his *horrid moods*.
and though to-day 
I*ve gathered young spring-leaves, and flowers gay 
Of Periwinkle and wild strawberry,
Still do I that most fierce destruction see.
The Shark at savage prey -- the hawk at pounce.
The gentle Robin, like a pard or ounce,
Ravening a worm.
Like Wordsworth, then, Keats has to 'philosophize*. About 
a month after his epistle To J.H.Reynolds, Esq. he told Taylor 
his conflict and resolution: 'I have been hovering for some time 
between an exquisite sense of the luxurious and a love for 
Philosophy -- were I calculated for the former I should be glad
—  but as I am not I shall turn all my soul to the latter.'*
Only nine days after his letter to his publisher, Keats wrote 
the 'Mansions of Thought' letter:
I compare human life to a large Mansion of Many Apartments, 
two of which I can only describe, the doors of the rest being as 
yet shut upon me. The first we step into we call the infant or 
thoughtless Chamber, in which we remain as long as we do not think
* Letter to J. Taylor, 24 April 1818.
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—  We remain there a long while , and notwithstanding the doors of 
the second Chamber remain wide open, showing a bright appearance, 
we care not to hasten to it; but are at length imperceptibly 
impelled by the awakening of this thinking principle within us
—  we no sooner get into the second Chamber, which I shall call 
the Chamber of Maiden-Thought, than we become intoxicated with 
the light and the atmosphere, we see nothing but pleasant wonders, 
and think of delaying there for ever in delight; However among 
the effects tlfiis breathing is father of is that tremendous one
of sharpening one's vision into the heart and nature of Man —  
of convincing one's nerves that the world is full of Misery and 
Heartbreak, Pain, Sickness and oppression -- whereby this Chamber 
of Maiden Thought becomes gradually darken'd and at the same time 
on all sides of it many doors are set open —  but all dark —  
all leading to dark passages —  We see not the ballance of good 
and evil. We are in a Mist. We are now. in that state —  We feel 
the "burden of the Mystery", To this Point was Wordsworth come, 
as far as I can conceive when he wrote "Tintern Abbey" and it 
seems to me that his Genius is explorative of those dark passages. 
Now if we live, and go on thinking, we too shall explore them —  
he is a Genius and superior [to] us, in so far as he can, more 
than we, make discoveries, and shed a light in them.*
This is definitely Wordsworthian, and serves to clarify his 
epistle To J.H.Reynolds, Esq., written only five weeks before.
The happiness of not seeing 'beyond our bourn' is the happiness of 
'the infant or thoughtless Chamber'. This Chamber Keats had passed 
He did see 'beyond his bourn' , and what he saw was 'Misery and
* Letter to J.H.Reynolds, 3 May 1818.
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Heartbreak, pain. Sickness and oppression' in the second Chamber,
'the Chamber of Maiden Thought': as Keats began to 'philosophize', 
he at once saw 'a fierce eternal destruction'. The second Chamber 
for himi gradually became darkened and Keats was 'lost in a 
Purgatory blind*. At this stage Wordsworth came to his rescue. 
Wordsworth had explored those dark passages, made discoveries, 
and "shed a light in them'. Keats was to follow in the footsteps 
of Wordsworth in exploring those dark passages. The importance 
of thought was emphasized. He said: 'If we live, and go on thinking, 
we too shall explore them.»
in the summer of 1818 Keats toured Scotland with Brown.
On 26th June, as he passed through the Lakes, he called on 
Wordsworth but was disappointed to find him not at home. At 
Dumfries Keats wrote the sonnet On Visiting the Tomb of Burns, 
which he included in his letter to his brother Tom of 1st July.
Keats said: 'This Sonnet I have written in a strange mood, half 
asleep. I know not how it is, the Clouds, the Sky, the Houses, 
all seem Anti Grecian and Anti Charlemagnish.' The sonnet begins 
in this mood:
The Town, the churchyard, and the setting sun,
The Clouds, the trees, the rounded hills all seem 
Though beautiful, Cold —  Strange —  as in a dream.
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The Word 'dream* hy itself is insignificant, hut to associate 
scenery with the feelings of a * dream* recalls Wordsworth’s 
Immortality ode , —
There was a time when meadow, grove, and stream,
The earth, and every common sight.
To me did seem 
Apparelled in celestial light.
The glory and the freshness of a dream;
and To a Highland Girl,—
And these grey rocks; that household lawn;
Those trees, a veil just half withdrawn;
This fall of water that doth make 
A murmur near the silent lake ;
This little hay; a quiet road 
That holds in shelter thy Abode —
In truth together do ye seem
Like something fashioned in a dream.
For one who gives * authentic comments* on the * fierce confederate 
storm of sorrow*, or for one who finds the world full of *misery 
and heartbreak, pain, sickness and oppression* scenery, however 
fine, is but *pleas&nt wonder*; it becomes remote and takes on a 
dream-like quality.
After his return to Hampstead Keats began the composition 
of Hyperion. At the same time he was thinking deeply and long
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about his own poetical character. With the help of Hazlitt, Reynolds 
and possibly Hunt, he came to the conclusion that his own poetical 
character, as distinguished from the Wordsworthian or egotistical 
sublime, had no character, and that it was of a chameleon nature, 
delighting in anything in which it found itself. He wrote to 
Woodhouse:
As to the poetical Character itself (I mean that sort of 
which, if I am any thing, I am a Member; that sort distinguished 
from the wordsworthian or egotistical sublime; which is a thing 
per se and stands alone) it is not itself —  it has no self —  
it is every thing and nothing —  It has no character —  it enjoys 
light and shade; it lives in gusto, be it foul or fair, high or 
low, rich or poor, mean or eleaated —  It has as much delight in 
conceiving an lago as an Imogen. What shocks the virtuous philo­
sopher, delights the camelion poet. It does no harm from its 
taste for the bright one; because they both end in speculation.
A Poet is the most unpoetical of any thing in existence; because 
he has no Identity —  he is continually in for —  and filling 
some other Body —  The Sun, the Moon, the Sea and Men and Women 
who are creatures of impulse are poetical and have about them an 
unchangeable attribute —  the poet has none; no identity —  he is 
certainly the most unpoetical of all God's Creatures.*
The distinction heats drew between his own poetical character 
and that of Wordsworth is consistent with his view of negative 
capability as formulated in his letter to his brother of 22nd Decem-
* Letter to R. Woodhouse, 27 October 1818.
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ber 1817• It cannot, however, be construed as a new reaction 
against Wordsworth. Keats, as we have seen, was aware of 
Wordsworth's egotism all the time, and yet he approached the 
older poet's view of poetry, as in the 'Mansions of Thought' 
letter, with almost the reverence due to a master. Wordsworth 
was after all too near his time to be ignored; Keats ttill had 
much to learn about the way Wordsworth solved the problems 
peculiar to his time, and these problems were unknown to Shakespeare, 
though his 'présider'. ^esides, Keats believed in the 'grand 
march of intellect'.* For him Wordsworth was intellectually 
superior to Milton; how much he thought Wordsworth was superior 
to Shakespeare owing to 'the general and gregarious advance of 
intellect', it is interesting but impossible to know. Perhaps 
Keats only distinguished between his own poetical method, which 
is objective, and that of Wordsworth, which is subjective. Keats 
may yet 'philosophize', as Shakespeare does in his later works.
The influence of Wordsworth on the odes and the two versions of 
Hyperion, as we shall see, is both subtle and profound.
The Eve of St. Agnes was written in January 1819, and ^eats, 
calling it 'a little poem',** did not seem to think very highly of
* Cf. letter to J.H.Reynolds, 3 May 1818.
** Cf. letter to George and Georgiana Keats, 14 Feb.-3 May I8I9.
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it himself. This is probably because he gave it little 'philosophy* 
Ÿet, threre--a-re- auehr-beaut iee as--same wouP4~-eon&id»r- it -the. heigh-t 
o£~Keat&'— art-» The poem is nearly as unWordsworthian in atmos­
phere and subject-matter as Isabella, and it appears to be mainly 
inspired by Scott and Coleridge. But with Keats' deeper apprecia­
tion of Wordsworth since his epistle To J.H.Reynolds, Esq. and the 
'Mansions of Thought' letter the poem is perhaps indebted to 
Wordsworth for at least one memorable passage.
■besides reminiscences of Mrs. Radcliffe and Shakespeare,*
K e a t s '  d e s c r i p t i o n  o f  M a d e l i n e ' s  c a s e m e n t  m a y  h a v e  b e e n  p r o m p t e d  
b y  S c o t t ' s  L a y  o f  t h e  L a s t  M i n s t r e l * *  t o g e t h e r  w i t h  t h e  e n c o u r a g e ­
m e n t  o f  W o r d s w o r t h .  I n  t h e  f i f t h  b o o k  o f  T h e  E x c u r s i o n  W o r d s w o r t h  
d e s c r i b e s  h o w  a n  h e r a l d i c  s h i e l d  a d o r n s  t h e  a l t a r - w i n d o w  o f  a  
v i l l a g e - c h u r c h  :
A m  heraldic shield,
Varying its tincture with the changeful light,
Imbued the altar-window.***
e
It is probably/when Keats saw the north-west windows of the Stansted 
Chapel,**** both Scott and Wordsworth were recollected, andf^struck 
afresh by the beauty he faced, he unhesitatingly picked up the hint 
provided by Wordsworth and followed the example set by Scott.
* Cf. Ridley, op.cit. , p.149.
•ÎHC Cf. h.C.Pettet, On the Poetry of Keats, 1957, pp.18-22.
*** The Excursion, V, l60-2.
**** Of. R. Gittings, John Keats; The Living Year, 1954, pp.79-81.
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The play of light which delights Wordsworth also marks Keats' 
description of the casement; and we can again see Keats' love 
for details at work, filling Wordsworth's broad canvas with more 
objects and more colours:
A casement high and triple-arch»d there was.
All garlanded with carven imageries
Of fruits, and flowers, and bunches of knot-grass,
And diamonded with panes of quaint device.
Innumerable of stains and splendid dyes,
As are the tiger-moth's deep-damask'd wings;
And in the midst, 'mong thousand heraldries.
And twilight saints, and dim emblazonings,
A shielded scutcheon blush'd with blood of queens and kings.?




I n  K e a t s *  p o e t r y  f r o m . T h e  E v e  o f  S t .  A g n e s  o n w a r d s  t h e r e  
c a n  h e  d i s c e r n e d  a  s p e c i a l  p o e t i c a l  d e v i c e ,  w h i c h  c o n s i s t s  i n  
a d o r n i n g  ' t h o u g h t *  w i t h  i m a g e s  d r a w n  f r o m  n a t u r e ,  s o  t h a t  i t  i s  
g i v e n  t h e  f r e s h n e s s  o f  t h e  m o r n i n g  a i r ,  t h e  f r a g r a n c e  o f  t h e  
m u s k - r o s e ,  a n d  a  v i g o u r  o f  e x p r e s s i o n  t h a t  v i e s  i n  s t r e n g t h  
w i t h  t h e  m o u n t a i n  w i n d .  T h e  o r i g i n  o f  t h i s  d e v i c e  c a n  p r o b a b l y  
b e  t r a c e d  t o  W o r d s w o r t h .  K e a t s  f i r s t  u s e s  i t  i n  T h e  E v e  o f  S t .  
A g n e s  i n  i t s  p r i m i t i v e  f o r m :
S u d d e n  a  t h o u g h t  c a m e  l i k e  a  f u l l - b l o w n  r o s e . *
T h e  ' t h o u g h t '  w h i c h  c a m e  t o  P o r p h y r o  w a s  t o  a s k  A n g e l a  t h e  b e l d a m e  
t o  t a k e  h i m ,  i n  c l o s e  s e c r e c y ,  t o  M a d e l i n e ' s  c h a m b e r ,  a n d  t h e r e  
t o  h i d e  h i m s e l f  i n  a  c l o s e b  t h a t  h e  m i g h t  s e e  h e r  u n e s p i e d .  N o w  
t h e  t h o u g h t  o f  t h e  l i n e  i t s e l f  i s  a  h a p p y  o n e .  T h e  f u l l  f o r c e  o f  
t h e  ' t h o u g h t '  a s  i t  s t r u c k  p o r p h y r o  i s  b r o u g h t  h o m e  b y  t h e  i m a g e  
o f  t h e  r o s e  b u r s t i n g  a l l  o f  a  s u d d e n  i n t o  f l o w e r .  T h e  c o m p a r i s o n  
o f  t h i s  ' t h o u g h t '  t o  a  b l o w n  r o s e  i s  a  b o r r o w i n g ,  I  b e l i e v e ,  f r o m  
W o r d s w o r t h ,  w h o  t h u s  s p e a k s  o f  t h e  p l e a s u r e  o f  t h e  n a t u r e - l o v e r :
o u r  t h o u g h t s
p l e a s a n t  a s  r o s e s  i n  t h e  t h i c k e t s  b l o w n . * *
*  T h e  E v e  o f  S t .  A g n e s ,  X V I .
? *  T h e  E x c u r s i o n ,  I I ,  108-9.
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It appears that Wordsworth uses this poetical device sparingly 
hut effectively. In the Immortality ode our thought of childhood
is compared to an 'immortal sea' , to which in a more reflective
mood we often return, though we are far gone in age.
Hence in a season of calm weather 
Though inland far we he,
Our Souls have sight of that immortal sea 
Which brought us hither.
Can in a moment travel thither,
And see the Children sport upon the shore,
And hear the mighty waters rolling evermore.*
Keats employs the same device in two of his odes. In the 
Ode to Psyche Keats addresses the latest born of Olympus' faded 
hierarchy in these words:
Yes, 1 will be thy priest, and build a fane
In some untrodden region of my mind.
Where branched thoughts, new grown with pleasant pain.
Instead of pines shall murmur in the wind:
Far, far around shall those dark-cluster'd trees 
Fledge the wild-ridged mountains steep by steep;
And there by zephyrs, streams, and birds, and bees,
The moss-lain Dryads shall be lull'd to sleep;
* Keats knew this stanza well, as he quoted from it in.his letter 
to Jane and Mariane Reynolds of 14 September 1817: 'I have found 
in the Ocean's Musick —  varying (though selfsame; more than the 
passion of Timotheus, anr enjoyment not to be put into words and
"though inland far I be" I now hear the voice most audibly.'
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A n d  i n  t h e  m i d s t  o f  t h i s  w i d e  q u i e t n e s s
A  r o s y  s a n c t u a r y  w i l l  I  d r e s s
W i t h  t h e  w r e a t h ' d  t r e l l i s  o f  a  w o r k i n g  b r a i n ,
W i t h  b u d s ,  a n d  b e l l s ,  a n d  s t a r s  w i t h o u t  a  n a m e .
I t  h a s  b e e n  n o t i c e d  t h a t  t h e  i m a g e  o f  a  f a n e  b u i l t  i n  t h e  m i n d  
i s  p e r h a p s  a  p a r a l l e l  t o  t h e  s t a n z a  x x i i  o f  S p e n s e r ' s  A m o r e t t i ,  
w h e r e  w e  h a v e —
Her temple fayre is built within my mind, 
in which her glorious ymage placed is, 
on which my thoughts doo day and night attend 
. lyke sacred priests neuer thinke amisse.*A  / \
W h i l e  K e a t s '  d e b t  t o  S p e n s e r  i s  p r o b a b l e ,  t h e  i m a g e  o f  a  c o r n e r  
o f  t h e  m i n d  a s  a n  u n t r o d d e n  r e g i o n  w i t h  m o u n t a i n s  a n d  s t r e a m s ,  
t r e e s  a n d  b i r d s ,  a n d  t h e  i m a g e  o f ' t h o u g h t s  a s  b r a n c h e d  l i k e  p i n e s  
s t e m  f r o m  t h e  d e v i c e  e m p l o y e d  i n  T h e  E v e  o f  S t .  A g n e s ,  a n d  a r e  
c o m p a r a b l e  t o  w h a t  w e  h a v e  j u s t  s e e n  i n  t h e  I m m o r t a l i t y  o d e .
T h e  w o r k i n g s  o f  t h e  a b s t r a c t  ' m i n d *  c o m p a r e d  t o  t h i n g s  a n d  s c e n e s  
i n  n a t u r e  at o n c e  b e c o m e  s o m e t h i n g  t a n g i b l e ,  a n d  s o  m o r e  r e a d i l y  
c o m p r e h e n s i b l e .  T h e  e f f e c t  i s  i m p r e s s i v e .  K e a t s  h i m s e l f  s p e a k s  
o f  t h i s  o d e  a s  ' t h e  f i r s t  a n d  t h e  o n l y  o n e  w i t h  w h i c h  I  h a v e  t a k e n  
e v e n  m o d e r a t e  p a i n s ' ,  a n d  c o n t i n u e s ,  ' I  h a v e  f o r  t h e  m o s t  p a r t  
d a s h ' d  o f f  m y  l i n e s  i n  a  h u r r y .  T h i s  I  h a v e  d o n e  l e i s u r e l y  —
*  C f .  D .  B u s h ,  " N o t e s  o n  K e a t s ' s  R e a d i n g " ,  P . M . L . A . ,  L ,  1935*
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I  t h i n k  i t  r e a d s  t h e  m o r e  r i c h l y  f o r  i t  a n d  w i l l  I  h o p e  e n c o u r a g e  
m e  t o  w r i t e  o t h e r  t h i n g s ,  i n  e v e n  a  m o r e  p e a c e a b l e  a n d  h e a l t h y  
s p i r i t . ' *  B e s i d e s  t h e  t e c h n i c a l  i n n o v a t i o n  i n  m e t r i c a l  f o r m  w h i c h  
M e s s r s .  G a r r o d  a n d  R i d l e y  h a v e  d e m o n s t r a t e d , * *  w h a t  K e a t s  s a y s  
a b o u t  t h i s  o d e ,  i n  v i e w  o f  t h e  n e w  p o e t i c a l  d e v i c e  h e  e m p l o y s ,  
i s  j u s t i f i e d ,  a n d  o n e  o f  t h e  o t h e r  t h i n g s  h e  i s  e n c o u r a g e d  b y  
t h e  s u c c e s s  o f  i t  t o  w r i t e * ' i n  e v e n  a  m o r e  p e a c e a b l e  a n d  h e a l t h y  
s p i r i t '  i s  t h e  O d e  o n  I n d o l e n c e .
I n  t h e  O d e  o n  I n d o l e n c e ,  w r i t t e n  a b o u t  a  m o n t h  l a t e r ,  t h e  
s a m e  d e v i c e  i s  r e p e a t e d ,  w i t h  a  d i f f e r e n c e ;
1/Iy  s o u l  h a d  b e e n  a  l a w n  b e s p r i n k l e d  o ' e r
W i t h  f l o w e r s ,  a n d  s t i r r i n g  s h a d e s ,  a n d  b a f f l e d  b e a m s :
T h e  m o r n  w a s  c l o u d e d ,  b u t  n o  s h o w e r  f e l l ,
T h o '  i n  h e r  l i d s  h u n g  t h e  s w e e t  t e a r s  o f  M a y ;
T h e  o p e n  c a s e m e n t  p r e s s ' d  a  n e w - l e a v ' d  v i n e .
L e t  i n  t h e  b u d d i n g  w a r m t h  a n d  t h r o s t l e ' s  l a y .
W h a t  b e t t e r  e x p r e s s i o n  c a n  t h e r e  b e  f o r  o n e  w h o ,  l e a d i n g  a  l i f e  
o f  t e n s i o n ,  n o w  s n a t c h e s  a  m o m e n t  o f  l u x u r i o u s  i n d o l e n c e ,  w h e n  
n e i t h e r  l o v e  r u o r  a m b i t i o n  n o r  p o e s y  c a n  t e m p t  o n e  t o  s t i r ?  T h e  
p i c t u r e  o f  t h e  p l e a s a n t n e s s  a n d  r i c h n e s s  o f  i n d o l e n c e  i s  m a d e  
v i v i d  b y  t h e  u s e  o f  t h e  i m a g e  o f  a  l a w n  b e s p r i n k l e d  o v e r  w i t h  
f l o w e r s  a n d  t h e  i m a g e  o f  a  c a s e m e n t  o p e n  t o  l e t  i n  t h e  b u d d i n g
* Cf. letter to George and Georgiana Keats, 14 Feb.-3 May 1819.
** Of. H.W.Garrod, Keats, 2nd.ed. , 1939, pp.80-94, and Ridley, op, 
cit., pp.193-210.
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w a r m t h  a n d  t h r o s t l e ' s  l a y ;  w h i l e  t h e  m o r e  t h r e a t e n i n g  a s p e c t  
o f  a  l i f e  o f  t e n s i o n  i s  h i n t e d  a t  i n  t h e  i n t r o d u c t i o n  o f  ' s t i r r i n g  
s h a d e s ,  a n d  b a f f l e d  b e a m s ' ,  i n  t h e  e x p r e s s i o n  ' t h e  s w e e t  t e a r s  
o f  M a y ' ,  a n d  i n  t h e  l i n e ,  ' T h e  m o r n  w a s  c l o u d e d ,  b u t  n o  s h o w e r  
f e l l ' .  I t  i s  b e c a u s e  n o  s h o w e r  f e l l ,  t h o u g h  t h e  m o r n  w a s  c l o u d e d  
—  i t  i s  b e c a u s e  t h e  p o e t  h i m s e l f  w a s  n o t  d i r e c t l y  t h r e a t e n e d  
w i t h  m i s f o r t u n e  —  t h a t  h e  c o u l d  y e t  a f f o r d  t h e  l u x u r y  o f  a  m o m e n t  
o f  i n d o l e n c e .  I n  s u c h  l i n e s  a s  t h e s e  i n  t h e  O d e  o n  I n d o l e n c e  
K e a t s  r e a c h e s  o n e  o f  t h e  p e a k s  o f  h i s  a c h i e v e m e n t .  I n  t h e  O d e  t o  
P s y c h e  t h e  l i n e ,  ' T h e  m o s s - l a i n  D r y a d s  s h a l l  b e  l u l l ' d  t o  s l e e p ' ,  
m a y  n o t  b e  a l t o g e t h e r  r e l e v a n t  t o  t h e  t h e m e .  H e r e  e v e r y  w o r d  t e l l s .  
S o  w i t h  W o r d s w o r t h ' s  h e l p  a s  a  ' s t a r t i n g - p o s t '  K e a t s  h a s  m a n a g e d  
t o  g e t  n e a r  t h e  ' t w o - a n d - t h i r t y  p a l a c e s '  b y  b r i n g i n g  t o g e t h e r  
t h e  t w o  e l e m e n t s  o f  ' T h o u g h t s '  a n d  ' S e n s a t i o n s ' .
P e r h a p s  t h e r e  e x i s t s  a  c l o s e r  l i n k  b e t w e e n  t h e  O d e  t o  a  
N i g h t i n g a l e  a n d  t h e  O d e  o n  a  G r e c i a n  U r n  t h a n  b e t w e e n  a n y  o t h e r  , 
t w o  o d e s  ,  b e c a u s e  b o t h  a r e  m a r k e d  b y  a  s e n s e  o f  t h e  t r a n s i e n c e  o f  
h u m a n  l i f e  ^  i n  c o n t r a s t  t o  t h e  p e r m a n e n c e  o f  n a t u r e  i n  t h e  o n e  
o d e ,  a n d  t h e  i m m o r t a l i t y  o f  a r t  i n  t h e  o t h e r .  T h i s  s e n s e  o f  t h e  
t r a n s i e n c e  o f  h u m a n  l i f e  i s  a  c h a r a c t e r i s t i c  o f  m u c h  s e v e n t e e n t h -  
c e n t u r y  p o e t r y ,  s u c h  a s  t h a t  o f  h e r r i c k ,  b u t  i t  h a s  n o t  b e e n  p u t ,
I  b e l i e v e ,  i n  c o n t r a s t  t o  n a t u r e  o r  a r t ;  a n d  e i g h t e e n t h - c e n t u r y
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poetry is preoccupied with the study of man and society. Keats' 
two odes are then essentially the product of his age, and the 
influence of Wordsworth is discernible.
Wordsworth's sense of the transience of human life in a way 
results from his contemplation of the permanence of nature, as is 
well illustrated in The Two April Mornings, a poem which Keats 
undoubtedly knew.*
'Yon cloud with that long purple cleft 
Brings fresh into my mind 
A day like this which I have left 
Full thirty years behind.
'And just above yon slope of corn 
Such colours, and no other,
Were in the sky, that April morn.
Of this the very brother.
'With rod and line I sued the sport 
Which that sweet season gave,
And, to the churchyard come, stopped short 
Beside my daughter's grave.
'Nine summers had she scarcely seen,
The pride of all the vale;
And then she sang; -- she would h&ve been 
A very nightingale.
? - -* —
* Offended by Wordsworth's comment on his 'Hymn to pan', Keats 
wrote to Reynolds: 'I will have no more of Wordsworth or Hunt in
particular ... Why with Wordsworth's "Matthew with a bough of
wilding in his hand"', etc. (3 Feb.1818)
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' S i x  f e e t  i n  e a r t h  m y  E m m a  l a y ;
A n d  y e t  I  l o v e d  h e r  m o r e ,
F o r  s o  i t  s e e m e d ,  t h a n  t i l l  t h a t  d a y  
I  e ' e r  h a d  l o v e d  b e f o r e . '
M a t t h e w  i s  i n  h i s  g r a v e ,  y e t  n o w ,
M e t h i n k s ,  I  s e e  h i m  s t a n d ,
A s  a t  t h a t  m o m e n t ,  w i t h  a  b o u g h  
O f  w i l d i n g  i n  h i s  h a n d .
O n c e  a  m a n  g o e s ,  h e  c a n  n e v e r  c o m e  b a c k ,  b u t  n a t u r e  a l w a y s  h a s  i t s  
A p r i l .  F i x i n g  h i s  e y e  o n  t h e  e a s t e r n  m o u n t a i n - t o p  o n  o n e  A p r i l  
m o r n i n g ,  M a t t h e w  s a w  t h e  s a m e  b r i g h t n e s s  i n  n a t u r e  a s  h e  h a d  s e e n  
o n  a n o t h e r  A p r i l  m o r n i n g ,  t h i r t y  y e a r s  a g o ,  w h e n  h e  s t o o d  b e s i d e  
h i s  d a u g h t e r ' s  g r a v e  i n  t h e  c h u r c h y a r d .  A n d  n o w ,  a f t e r  t h e  l a p s e  
o f  s o m e  t i m e ,  p r o b a b l y  o n  y e t  a n o t h e r  A p r i l  m o r n i n g ,  t h e  p o e t  s e e m s  
t o  s e e  M a t t h e w ,  n o w  a l r e a d y  d e a d ,  s t a n d  w i t h  a  b o u g h  o f  w i l d i n g  
i n  h i s  h a n d .  H e r e  t h e  p o e t ' s  s e n s e  o f  t h e  t r a n s i e n c e  o f  h u m a n  l i f e  
i s  h e i g h t e n e d  b y  h i s  a w a r e n e s s  o f  t h e  p e r m a n e n c e  o f  n a t u r e .
I n  t h e  f o u r t h  b o o k  o f  T h e  E x c u r s i o n ,  w h i c h  K e a t s  a g a i n  w e l l  
k n e w ,  W o r d s w o r t h  i s  p r o m p t e d  b y  t h e  u n c h a n g i n g  s t a t e  o f  t h e  
f l o w i n g  s t r e a m  t o  m e d i t a t e  o n  t h e  c o n t i n u o u s  l i f e  o f  n a t u r e  a s  i n  
s a d  c o n t r a s t  t o  o u r  m o r t a l i t y ;
A n d ,  d o u b t l e s s ,  s o m e t i m e s ,  w h e n  t h e  h a i r  w a s  s h e d  
U p o n  t h e  f l o w i n g  s t r e a m ,  a  t h o u g h t  a r o s e  
O f  L i f e  c o n t i n u o u s ,  B e i n g  u n i m p a i r e d ;
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That hath been, is, and where it was and is 
There shall endure, —  existence unexposed 
To the blind walk of mortal accident;
From diminution safe and weakening age;
While man grows old, and dwindles, and decays;
And countless generations of mankind
Depart; and leave no vestige where they trod.*
The Nightingale ode deals more or less with the same theme. 
Its penultimate stanza, in particular, is perhaps indebted to 
Wordsworth's poem To the Cuckoo, in which the bird is addressed 
as —
The same whom In my schbibiboy days 
I listened to,
—  and in which the poet listens to —
No bird, but an invisible thing,
A voice, a mystery.**
Yety Wordsworth's influence is not limited to the penultimate 
stanza. It is interesting to turn to two of the sonnets included 
in the Waggoner volume , published in May 1819, and see their
possible impact on Keats. What I should state before I do so is
* The Excursion, IV, 753-62.
** Cf. de Selincourt, op.cit. , p.475-
Janet Spens ('Keats's "Ode to a Nightingale"', R.E.S., 1952) 
also suggests that Keats is indebted to Hazlitt's 'Lecture on 
Thomson and Cowper'.
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t h a t  i t  i s  g e n e r a l l y  a s s u m e d  t h a t  t h e  o d e  w a s  c o m p o s e d  i n  M a y ,  
t h e  m o n t h  t h e  v o l u m e  a p p e a r e d ,  h u t  t h a t  t h e r e  i s  n o  e x t e r n a l  
e v i d e n c e  t h a t  t h e  o d e  w a s  c o m p o s e d  a f t e r  t h e  a p p e a r a n c e  o f  t h e  
v o l u m e . *  W h a t  I  h a v e ,  t h e n ,  i s  o n l y  i n t e r n a l  e v i d e n c e ,  w h i c h  
i n d i c a t e s  t h a t  t h e r e  i s  s u c h  a  p o s s i b i l i t y .
T h e  s o n n e t  ' I  w a t c h ,  a n d  l o n g  h a v e  w a t c h e d * ,  i n c l u d e d  i n  t h e  
W a g g o n e r  v o l u m e ,  c o n t r a s t s  o u r  m o r t a l i t y  w i t h  t h e  p e r m a n e n c e  o f  
n a t u r e  i n  a  m a n n e r  p a r a l l e l  t o  t h a t  i n  t h e  N i g h t i n g a l e  o d e ;
I  w a t c h e d ,  a n d  l o n g  h a v e  w a t c h e d ,  w i t h  c a l m  r e g r e t  
Y o n  s l o w l y - s i n k i n g  s t a r  - -  i m m o r t a l  S i r e  
( S o  m i g h t  h e  s e e m )  o f  a l l  t h e  g l i t t e r i n g  q u i r e  I  
B l u e  e t h e r  s t i l l  s u r r o u n d s  h i m  —  y e t  —  a n d  y e t ;
B u t  n o w  t h e  h o r i z o n ' s  r o c k y  p a r a p e t
I s  r e a c h e d ,  w h e r e ,  f o r f e i t i n g  h i s  b r i g h t  a t t i r e ,
H e  b u r n s  —  t r a n s m u t e d  t o  a  d u s k y  f i r e  —
T h e n  p a y s  s u b m i s s i v e l y  t h e  a p p o i n t e d  d e b t  
T o  t h e  f l y i n g  m o m e n t s ,  a n d  i s  s e e n  n o  m o r e .
A n g e l s  a n d  g o d s !  W e  s t r u g g l e  w i t h  o u r  f a t e .
W h i l e  h e a l t h ,  p o w e r ,  g l o r y ,  f r o m  t h e i r  h e i g h t  d e c l i n e .  
D e p r e s s e d ;  a n d  t h e n  e x t i n g u i s h e d :  a n d  o u r  s t a t e .
I n  t h i s ,  h o w  d i f f e r e n t ,  l o s t  S t a r ,  f r o m  t h i n e .
T h a t  n o  t o - m o r r o w  s h a l l  o u r  b e a m s  r e s t o r e !
T h e  s t a r  i s  a s  m u c h  a  s y m b o l  o f  n a t u r e  f o r  W o r d s w o r t h  a s  t h e  
n i g h t i n g a l e  i s  f o r  K e a t s .  B o t h  p e r c e i v e  i n  t h e i r  s y m b o l s  b e a u t y
*  B r o w n  o n l y  s a i d  t h a t  t h e  o d e  w a s  w r i t t e n  i n  s p r i n g ,  a n d  
W o o d h o u s e  a t t r i b u t e d  i t  o n l y  t o  M a y .
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w h i c h  i s  d e s i r a b l e  b u t  r e m o t e ,  a n d  b o t h  r e t u r n  f r o m  d r e a m  t o  
r e a l i t y  w e l l  a w a r e  o f  t h e  g a p  b e t w e e n  t h e m .
T h e  t r a n s i t i o n  f r o m  t h e  ' i m m o r t a l  S i r e  o f  a l l  t h e  g l i t t e r i n g  
q u i r e '  - -  t h e  t i t l e  W o r d s w o r t h  g i v e s  t o  t h e  s t a r  —  t o  ' t h e  
i m m o r t a l  q u i r e s '  i n  y e t  a n o t h e r  s o n n e t  i n  t h e  W a g g o n e r  v o l u m e  i s  
a n  e a s y  o n e  t o  m a k e .  T h i s  s o n n e t ,  t o  w h i c h  t h e  O d e  t o  a  N i g h t i n g a l e  
b e a r s  a  f a i r l y  c l o s e  r e s e m b l a n c e ,  w a s ,  I  a m  t e m p t e d  t o  t h i n k ,  
f r e s h  i n  K e a t s '  m e m o r y  w h e n  h e  w r o t e  h i s  o d e .  T h i s  i s  t h e  s o n n e t :
I  h e a r d  ( a l a s !  ' t w a s  o n l y  i n  a  d r e a m )
S t r a i n s  —  w h i c h ,  a s  s a g e  A n t i q u i t y  b e l i e v e d .
B y  w a k i n g  e a r s  h a v e  s o m e t i m e s  b e e n  r e c e i v e d  
W a f t e d  a d o w n  t h e  w i n d  f r o m  l a k e  o r  s t r e a m ;
A  m o s t  m e l o d i o u s  r e q u i e m ,  a  s u p r e m e  
A n d  p e r f e c t  h a r m o n y  o f  n o t e s ,  a c h i e v e d  
B y  a  f a i r  S w a n  o n  d r o w s y  b i l l o w s  h e a v e d ,
O ' e r  w h i c h  h e r  p i n i o n s  s h e d  a  s i l v e r  g l e a m .
F o r  i s  s h e  n o t  t h e  v o t a r y  o f  A p o l l o ?
A n d  k n o w s  s h e  n o t ,  s i n g i n g  a s  h e  i n s p i r e s .
T h a t  b l i s s  a w a i t s  h e r  w h i c h  t h e  u n g e n i a l  H o l l o w  
O f  t h e  d u l l  e a r t h  p a r t a k e s  n o t ,  n o r  d e s i r e s ?
M o u n t ,  t u n e f u l  B i r d ,  a n d  j o i n  t h e  i m m o r t a l  q u i r e s !
S h e  s o a r e d  - -  a n d  I  a w o k e ,  s t r u g g l i n g  i n  v a i n  t o  f o l l o w .
T h e  ' p o i n t s  o f  a t t a c h m e n t '  o n  w h i c h  K e a t s  m a y  h a v e  w o v e n  -  h i s  
' t a p e s t r y  e m p y r e a n '  a r e  s i x :
F i r s t ,  t h e r e  i s  t h e  a w a r e n e s s  o f  t h e  s h a r p  c o n t r a s t  b e t w e e n  
d r e a m  a n d  r e a l i t y .  W o r d s w o r t h  h e a r d  t h e  s w a n ' s  s o n g  i n  a  d r e a m .
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a n d  w h e n  h e  a w o k e  h e  s t r u g g l e d  i n  v a i n  t o  f o l l o w  t h e  b i r d .  T h e  
n o t e  o f  d i s i l l u s i o n m e n t  c o m e s  a t  t h e  e n d  o f  t h e  s o n n e t .  S o  w e  
f i n d  t h e  s a m e  a w a r e n e s s  o f  t h e  s h a r p  c o n t r a s t  b e t w e e n  d r e a m  a n d  
r e a l i t y  i n  t h e  o d e  w h e n  K e a t s  a s k s :
W a s  i t  a  v i s i o n ,  o r  a  w a k i n g  d r e a m ?
F l e d  i s  t h a t  m u s i c :  - -  D o  I  w a k e  o r  s l e e p ?
S e c o n d l y ,  t h e  s o n g  i n  W o r d s w o r t h ' s  s o n n e t  i s  d e s c r i b e d  a s  
m o v i n g  f r o m  o n e  p l a c e  t o  a n o t h e r  :
W a f t e d  a d o w n  t h e  w i n d  f r o m  l a k e  o r  s t r e a m .
S o  d o e s  t h e  n i g h t i n g a l e ' s  s o n g  i n  K e a t s '  p o e m  m o v e :
t h y  p l a i n t i v e  a n t h e m  f a d e s  
P a s t  t h e  n e a r  m e a d o w s ,  o v e r  t h e  s t i l l  s t r e a m .
U p  t h e  h i l l - s i d e ;  a n d ^ ' t i s  b u r i e d  d e e p  ^
I n  t h e  n e x t  v a l l e y - g l a d e s .
How­
l s  i t  n o t  a l s o  l i k e l y  t h a t  W o r d s w o r t h ' s  l i n e  h a s  s e r v e d  a s  a  
' s t a r t i n g - p o s t ' ?
T h i r d l y ,  W o r d s w o r t h  l o o k s  u p o n  t h e  b i r d ' s  s o n g  a s  a  ' r e q u i e m '  
K e a t s '  u s e  o f  t h e  s a m e  w o r d  i n  h i s  o d e  p e r h a p s  c a n n o t  b e  a  m e r e  
c o i n c i d e n c e  :
S t i l l  w o u l d s t  t h o u  s i n g ,  a n d  I  h a v e  e a r s  i n  v a i n  —
T o  t h y  h i g h  r e q u i e m  b e c o m e  a  s o d .
T h e  e x p r e s s i o n  ' s o d '  m a y  a l s o  h a v e  b e e n  s u g g e s t e d  b y  W o r d s w o r t h ' s  
' u n g e n i a l  H o l l o w  ^ f  t h e  d u l l  e a r t h ' .
154
F o u r t h l y ,  W o r d s w o r t h  f o l l o w s  P l a t o ' s  p h a e d o  i n  d e s c r i b i n g  
t h e  d y i n g  s w a n  a s  A p o l l o ' s  b i r d  k n o w i n g  h e r  h a p p i n e s s  a f t e r  d e a t h :
F o r  i s  s h e  n o t  t h e  v o t a r y  o f  A p o l l o ?
A n d  k n o w s  s h e  n o t ,  s i n g i n g  a s  h e  i n s p i r e s ,
T h a t  b l i s s  a w a i t s  h e r  w h i c h  t h e  u n g e n i a l  H o l l o w  
O f  t h e  d u l l  e a r t h  p a r t a k e s  n o t ,  n o r  d e s i r e s ?
H a p p i n e s s  i n  d e a t h  i s  t h e  t h e m e  o f  t h e s e  l i n e s .  K e a t s '  s i x t h
s t a n z a  h a r p i n g  o n  t h e  s a m e  t h e m e ,  c a l l i n g  d e a t h  ' e a s e f u l ' ,  a n d
s a y i n g  —
N o w  m o r e  t h a n  e v e r  s e e m s  i t  r i c h  t o  d i e .
T o  c e a s e  u p o n  t h e  m i d n i g h t  w i t h  n o  p a i n .
W h i l e  t h o u  a r t  p o u r i n g  f o r t h  t h y  s o u l  a b r o a d
I n  s u c h  a n  e c s t a s y I
—  i s  a  p a r a l l e l .
F i f t h l y ,  W o r d s w o r t h ' s  d e s c r i p t i o n  o f  t h e  b i r d  a s  t h e  ' v o t a r y  
o f  A p o l l o '  a n d  h i s  e m p h a s i s  o n  i t s  h a p p i n e s s  f o r  t h a t  r e a s o n  m a y  
a l s o  h a v e  p r o m p t e d  K e a t s '  c h o i c e  o f  p o e s y  r a t h e r  t h a n  B a c c h u s  a s  
a  m e a n s  o f  u n i o n  w i t h  t h e  n i g h t i n g a l e :
A w a y I .  a w a y  ! .  f o r  I  w i l l  f l y  t o  t h e e ,
N o t  c h a r i o t e d  b y  B a c c h u s  a n d  h i s  p a r d s ,
B u t  o n  t h e  v i e w l e s s  w i n g s  o f  P o e s y .
A n d  l a s t l y ,  K e a t s '  a p o s t r o p h e  ' i m m o r t a l  B i r d ! '  i n  t h e  s e v e n t h
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stanza may have been a verbal reminiscence of Wordsworth's line: 
Mount, tuneful Bird, and join the immortal quires:
Before we examine the Ode on a Grecian Urn we may turn for 
a moment to Keats' sonnet On Seeing the Elgin Marbles for the First 
Time , printed in both The Examiner and The Champion on 9th March 
1817. In Keats' poetry before this sonnet, (except the passing 
mention of the busts seen in Hunt's house in Hampstead at the 
end of Sleep and Poetry) there is hardly any allusion to sculpture: 
even for his castle in Calidore there is no sculptural decoration. 
Though Cowden Clarke and Hunt had encouraged Keats' love for music, 
painting and poetry, it was mainly through Haydon that Keats began 
to have a passion for sculpture. Directly to Haydon Keats owed his 
sonnet on the Elgin Marbles, and indirectly to him the sculptural 
grandeur of the first book of Hyperion and the Crecian Urn.
In the Elgin. Marbles there can already be found the germ of 
the Grecian Urn in these words:
That mingles Grecian grandeur with the rude 
Wasting of old Time.
After a lapse of over two years 'old Time' becomes 'slow time' 
in the Grecian Urn. In the second line of Keats' ode there may 
have been a reminiscence of Wordsworth. Keats has —
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T h o u  f o s t e r - c h i l d  o f  s i l e n c e  a n d  s l o w  t i m e .
' F o s t e r - c h i l d *  m a y  c o m e  f r o m  t h e  s i x t h  s t a n z a  o f  t h e  I m m o r t a l i t y  
o d e ,  i n  w h i c h  m a n :  i s  c a l l e d  t h e  ' f o s t e r - c h i l d '  o f  n a t u r e :
E a r t h  f i l l s  h e r  l a p  w i t h  p l e a s u r e s  o f  h e r  o w n ;  
# » # # # # * # #
T o  m a k e  h e r  F o s t e r - c h i l d ,  h e r  I n m a t e  M a n ,
F o r g e t  t h e  g l o r i e s  h e  h a t h  k n o w n .
A n d  t h a t  i m p e r i a l  p a l a c e  w h e n c e  h e  c a m e .
W o r d s w o r t h  m a y  a l s o  h a v e  s u g g e s t e d  t h e  e x p r e s s i o n  ' s y l v a n  h i s t o r i a n '  
i n  t h e  l i n e  o f  t h e  G r e c i a n  U r n .  I n  t h e  p o e m  T o  a  B u t t e r f l y
b e g i n n i n g  ' S t a y  n e a r  m e '  W o r d s w o r t h  a d d r e s s e s  t h e  b u t t e r f l y  i n  
t h e s e  w o r d s :
M u c h  c o n v e r s e  d o  I  f i n d  i n  t h e e ,
H i s t o r i a n  o f  m y  i n f a n c y :
F l o a t  n e a r  m e ;  d o  n o t  y e t  d e p a r t :
D e a d  t i m e s  r e v i v e  i n  t h e e .
K e a t s  c a l l s  t h e  u r n  ' s y l v a n  h i s t o r i a n '  i n  t h e  b e l i e f  t h a t  d e a d  
t i m e s  c a n  a l s o  r e v i v e  i n  i t s  c a r v i n g s  o f  h a u n t i n g  b e a u t y :
S y l v a n  h i s t o r i a n ,  w h o  c a n s t  t h u s  e x p r e s s
A  f l o w e r y  t a l e  m o r e  s w e e t l y  t h a n  o u r  r h y m e .
F o r  W o r d s w o r t h  a r t  c a n  g i v e  i m m o r t a l i t y  t o  s o m e  f l e e t i n g  
m o m e n t s  o f  o u r  m o r t a l  l i f e .  T h i s  i s  b e s t  s e e n  i n  t h e  s o n n e t  U p o n  
t h e  S i g h t  o f  a  B e a u t i f u l  P i c t u r e :
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Praised be the Art whose subtle power could stay 
Yon cloud, and fix it in that glorious shape;
Nor would permit the thin smoke to escape.
Nor those bright sunbeams to forsake the day;
Which stopped that band of travellers on their way,
Ere they were lost within the shady wood;
And showed the Bark upon the glassy flood 
For ever anchored in her sheltering bay.
Soul-soothing Art I whom Morning, Noontide, Even,
Do serve with all their changeful pageantry;
Thou, with ambition modest yet sublime.
Here, for the sight of mortal man, hast given 
To one brief moment caught from fleeting time 
The appropriate calm of blest eternity.
The possible influence of this sonnet on Keats has been noticed.*
For Keats as for Wordsworth it is a joy to have some scenes of 
our mortal life caught in the calm of eternity.
Ah, happy, happy boughs I that cannot shed 
Your leaves, nor ever bid the Spring adieu;
And, happy melodist, unwearied.
For ever piping songs for ever new.
For Wordsworth, however, art^not necessarily depict^ only ^ dLw 
beautiful objects and scenes. While it comments on affliction 
and sorrow, it is itself, as in contrast to our vulnerability, 
immune to them.
* Cf. de Selincourt, op.cit. , pp.476-7*
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' W e a k  i s  t h e  w i l l  o f  M a n ,  h i s  j u d g m e n t  b l i n d ;
R e m e m b r a n c e  p e r s e c u t e s ,  a n d  H o p e  b e t r a y s ;
H e a v y  i s  w o e ;  —  a n d  j o y ,  f o r  h u m a h - k i n d ,
A  m o u r n f u l  t h i n g ,  s o  t r a n s i e n t  i s  t h e  b l a z e ' . '
T h u s  m i g h t  ^  p a i n t  o u r  l o t  o f  m o r t a l  d a y s  
W h o  w a n t s  t h e  g l o r i o u s  f a c u l t y  a s s i g n e d  
T o  e l e v a t e  t h e  m o r e - t h a n - r e a s o n i n g  M i n d ,
A n d  c o l o u r  l i f e ' s  d a r k  c l o u d  w i t h  o r i e n t  r a y s .
I m a g i n a t i o n  i s  that s a c r e d  p o w e r .
I m a g i n a t i o n  l o f t y  a n d  r e f i n e d :
' T i s  h e r s  t o  p l u c k  t h e  a m a r a n t h i n e  f l o w e r  
O f  F a i t h ,  a n d  r o u n d  t h e  s u f f e r e r ' s  t e m p l e s  b i n d  
W r e a t h s  t h a t  e n d u r e  a f f l i c t i o n ' s  h e a v i e s t  s h o w e r .
A n d  d o  n o t  s h r i n k  f r o m  s o r r o w ' s  k e e n e s t  w i n d .
K e a t s  m a y  h a v e  b e e n  a c q u a i n t e d  w i t h  t h i s  s o n n e t .  T h e  s a m e  t h e m e  
o f  t h e  i m m u n i t y  o f  a r t  c a n  b e  f o u n d  i n  t h e  G r e c i a n  U r n :  t h e  l o v e r  
w i l l  f o r  e v e r  l o v e ,  a n d  s h e  h a  w i l l  b e  f o r  e v e r  f a i r ,  w h i l e  s p r i n g  
i s  f o r  e v e r  w i t h  t h e m .  K e a t s  c o n t r a s t s  o u r  m o r t a l i t y  a n d  
v u l n e r a b i l i t y  w i t h  t h e  i m m o r t a l i t y  a n d  i m m u n i t y  o f  a r t  i n  t h e s e  
w o r d s :
W h e n  o l d  a g e  s h a l l  t h i s  g e n e r a t i o n  w a s t e ,
T h o u  s h a l t  r e m a i n ,  i n  m i d s t  o f  o t h e r  w o e  
T h a n  o u r s ,  a  f r i e n d  t o  m a n .
T h e  s o o t h i n g  p o w e r  o f  a r t  i s  f e l t  b y  K e a t s  a s  b y  W o r d s w o r t h .
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Most critics place the Ode on Melancholy low, hut Bridges, 
a solitary exception, calls it 'profound*. I shall attempt 
to justify his high praise of it and show how it is the most 
profound of all Keats' odes. I propose to study it mainly 
through Wordsworth, whose influence is clearly discernible.
These two lines, --
Then glut thy sorrow on a morning rose ,
Or on the rainbow of the salt sand-wave,
—  with the juxtaposition of the images of the rose and the 
rainbow are an unmistakable reminiscence of two similar lines 
in the Immortality ode:
The Rainbow comes and goes.
And lovely is the Rose.
At this point it is necessary to examine the various 
interpretations of the Ode on Melancholy which have been offered.
The two extremes are represented by Leavis and Murry. Leavis 
finds it 'one of the most obviously decadent developments of 
Beauty-addiction —  of the cult of "exquisite passion" and 
"finest senses"': for him it is a poem of 'perverse and debilitating 
indulgences'.* Murry, on the other hand, finds it 'a poem of
* F.R.Leavis, Revaluations Tradition & Development in English 
Poetry, 1936, p.260.
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triumph through despair'.* Between these two extremes there 
are other interpretations. Colvin maintains that the main 
purport of the ode is 'to proclaim the spiritual nearness, the 
all hut inseparableness, of joy and pain in temperaments subject 
to either experience in its intensity. ... It is from the fullness 
of impassioned experience that he writes, and in the revised 
Hyperion we shall find him striking an accusing contrast in this 
respect between himself and the ordinary simple man in whom the 
two states exclude each other and are distinct'.** It can be 
seen that Colvin believes that for Keats, but not for the 
ordinary simple man, joy and sorrow are not distinct. The 
fallacy of this I shall in one moment show. A more satisfactory 
interpretation is provided by Ford,*** because he points out the 
'serenity, objectivity, and balance' of the poem, saying: 'However 
regretful he [Keats] may be that "Beauty must die", he faces the 
fact unflinchingly, and encloses it in a structure of such poetic 
beauty that the axiom loses all its terror and almost ceases 
to dismay.' But in asserting that the ode 'limits itself to the 
"Beauty that must die"* Ford falls into the common error that 
beauty is Keats' only consideration in poetry. The most
* J.M.Murry, Keats and Shakespeare , 1925, p.129-
** S. Colvin, op>cit. , pp.420-1.
*** Newell F. Ford, The Prefigurative Imagination of John Keats ,1qesi ,
p.130.
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satisfactory interpretation, so far, is perhaps the one offered 
hy Ifor Evans:
Melancholy, the aftermath of Delight, is inseparable from 
Beauty and Joy. If Joy be embraced to the full, then Melancholy 
must be the sequel. ... Here the emphasis lies rather with 
the exultant glory of the moment of delight, seized out of 
experience, and found in itself sufficiently compensating for 
the melancholy that must inevitably follow. The second stanza, 
where Keats shows how Nature can restore the mind thus obsessed 
by Melancholy, has intimate recollections of I stood tip-toe 
and of Endymion, while the last stanza, where his thought is 
completely expressed, is perhaps the most keenly individualized 
in all the Odes.*
Although I disagree with Evans* general interpretation,
I should here say that there are two important points about which 
I am in complete agreement with him. First, what is implicit 
in Evans* interpretation is that joy and sorrow are distinct, 
as in contrast to the interpretation of Colvin and some others, 
and that melancholy is inseparable from beauty and joy only 
because melancholy is the "aftermath* of delight. Some critics 
make use of such expressions as 'pleasing woe' from Keats' sonnet 
To Lord Byron to demonstrate how for Keats joy and sorrow are not 
distinct and how Keats likes to cultivate melancholy because of
* B. Ifor Evans, Keats, 1934, pp.95“6.
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the delight of it.* But are sorrow and joy, melancholy and 
delight, or woe and pleasure really compatible terms? Strictly 
speaking, there is no such thing as *a mixture of joy and sorrow" 
or "a mixture of hope and fear" in one fleeting moment. When 
we use such expressions, we mean only the quick succession of 
joy and sorrow, or hope and fear, in a comparatively long period.
Just as hope and fear are distinct, so are joy and sorrow. How, 
then, can there be such a thing as "pleasing woe"? (Is there 
such a thing as "coldish warmth" or "circular square’?) The fact 
is, what Keats talks about in the sonnet To Lord Byron is not just 
"pleasing woe" , but "the tale of pleasing woe". A Byronic tale 
is no doubt a "tale of woe*, but "woe" itself cannot be "pleasing": 
it is the "tale", not the "woe", that is "pleasing". The ambiguity 
of "pleasing woe* may disappear if we put "the tale of pleasing 
woe* in a more prosaic yet more correct manner, i.e. "the pleasing 
tale of woe". Keats' "tale of pleasing woe* is in fact comparable 
to Wordsworth’s "pleasing was the smart",** a comment on Spenser’s 
sad lay of Una, or to Shelley’s line, "Our sweetest songs are those 
that tell of saddest thought".*** In like manner are such expressions 
of Keats as "the sweetness of the pain"**** and "pleasant pain"*****
* Of. Pettet, op.cit., ch.viii.
** Dedication to The White Doe of Rylstone, 9»
*** To a Skylark, 90.
**** "Welcome joy, and welcome sorrow", 23*
***** Ode to Psyche, 52.
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to be understood.
The second point about which I agree with Evans is his 
interpretation of the second stanza, which shows how the mind 
obsessed by melancholy can be restored to joy by "glutting* 
one’s sorrow on a morning rose, on the rainbow of the salt sand- 
wave, or on the wealth of globed peonies. We need only remember 
the first line of Endymion, "A thing of beauty is a joy for 
ever", to realize how these objects of beauty are meant, not 
to cultivate one’s melancholy in a perverted manner, but to 
restore one from melancholy to joy.
Let us now turn to Keats himself to see in what mood the 
Ode on Melancholy was written. Our important document is his 
letter to Miss Jeffrey of 31 May 1819, near the time of the 
composition of the poem:
I have been always till now almost as careless of the world 
as a fly —  my troubles were all of the Imagination —  My 
Brother George always stood between me and any dealings with 
the world. Now I find I must buffet it —  I must take my stand 
upon some vantage ground and begin to fight —  I must choose 
between despair & Energy —  I choose the latter -- though the 
world has taken on a quakerish look with me, which I once thought 
was impossible —
"Nothing can bring back the hour
Of splendour in the grass and glory in the flower."
I once thought this a Melancholist*s dream.
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There are two important skeins of thought twisted together. 
The first one is perfectly clear: when Keats had to choose 
between despair and energy, he chose the latter, which is quite 
incompatible with the cultivation of melancholy. The second one, 
concerning the Immortality ode, is more complicated and needs 
disentanglement. Keats had once thought it ’a Melancholist»s 
dream*. The word *Melancholist* is significant and may shed some 
light on Keats' ode. If at the moment we see Wordsworth's ode 
as a dissertation on melancholy and joy, instead of on the 
doctrine of pre-natal existence, we are perhaps not too far from 
Keats* understanding of it. In the Immortality ode Wordsworth 
mourns the loss of the glory and the dream of his childhood.
But he accepts this loss, because he knows:
nothing can bring back the hour 
Of splendour in the grass, of glory in the flower.
At the same time he finds strength in what remains behind:
In the primal sympathy
Which having been must ever be;
In the soothing thoughts that spring 
Out of human suffering;
In the faith that looks through death,
In years that bring the philosophic mind. *
* Keats knew this stanza well. In his letter to Bailey of 
22 November 1817 he referred to it when he spoke of Bailey as one
*who would exist partly on Sensation partly on thought —  to whom 
it is necessary that years should bring the philosophic Mind».
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It is with this ’philosophic mind*, this * faith*, this acceptance 
of ’human suffering* that the poem is concluded. ’Other palms 
are won’, and the sorrow which comes as a result of the poet’s 
awareness of loss in the end gives way to strength and joyous 
acceptance. For Keats Wordsworth’s ode had once been * a 
Melancholist*s dream* probably because he was then too young yet 
to realize the loss he, too, one day had to face. When he had 
experienced enough sorrow to feel the full impact of the sense 
of loss, he found that Wordsworth did not mourn for nothing.
Like Wordsworth Keats lost the glory and the dream of his 
boyhood; there was for him neither splendour in the grass nor 
glory in the flower; the world had taken on a quakerish look.
But also like Wordsworth Keats accepted this loss. And it was 
in that very act of acceptance that Wordsworth found his eventual 
serenity and joy, and Keats his courage to ward off despair in 
favour of energy.
With this preliminary understanding of the working of Keats* 
mind at the time of the composition of the Ode on Melancholy, 
let us proceed to consider the ode itself in some detail. Keats 
use of terminology is not altogether consistent. It appears that 
’melancholy* is not used in the sense we understand it today, 
for soon after the opening of the poem Keats drags in ’sorrow* 
and ’anguish* without explanation, and yet he is clearly talking
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about the same subject. One may take it for granted th&t 
"melancholy*, "sorrow* and "anguish* as found in the poem are 
synonymous; and so are "Joy", "Pleasure", and "Delight*. Keats 
begins by rejecting such undesirable objects as Lethe, wolf*s- 
bane , nightshade, yew-berries, the beetle, the death-moth and 
the downy owl:
Noj no, go not to Lethe, neither twist
Wolf’s-bane, tight-rooted, for its poisonous wine;
Nor suffer thy pale forehead to be kiss’d 
By nightshade, ruby grape of Proserpine;
Make not your rosary of yew-berries,
Nor let the beetle, nor the death-moth be 
Your mournful Psyche, nor the downy owl 
A partner in your sorrow’s mysteries.
He then gives the reason for this rejection;
For shade to shade will come too drowsily,
And drown the wakeful anguish of the soul.
The key-word is obviously "wakeful* as opposed to "drowsy*. . \ 
Grammatically, it appears that Keats does not desire the "anguish* 
to be drowned; but, as in the case of "pleasing woe", this 
interpretation, seen in the context of the poem, is fallacious. 
Since shade to shade will come "too drowsily", logically what 
Keats desires not to be drowned is the "wakefulness* of the soul 
in anguish rather than "anguish* itself. Keats seems to say;
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"If you suffer from sorrow, then Lethe, wolf’s-bane and such 
ugly and sinister objects will not help, for they will only drown 
your soul in drowsy anguish, and you are lost. But keep yourself 
wide awake and see what you can do." It is as if Keats would 
say to a disappointed lover; "Don’t get drunk, for drink will 
not help. But keep your head, and see what remedy you can find." 
When Wordsworth ends the fourth stanza of his ode with the 
question, "Where is it now, the glory and the dream?" he does not, 
from grief; drown his senses with drink or drug, as Coleridge 
would,but proceeds with a painful searching for the cause of it, 
ending with a remedy ready to serve anyone. About a month before 
the composition of the Melancholy ode Keats g.as rejected the 
"vale of tears" attitude of Coleridge* in favour of the "vale 
of Soul-making" attitude, in the belief that "a World of Pains 
and troubles* is necessary "to school an Intelligence and make 
it a soul*.** His acceptance of "Pains and troubles" points 
significantly to his acceptance of the "wakeful anguish of the 
soul". And like Wordsworth he goes on to provide a remedy for 
sorrow.
But when the melancholy fit shall fall 
Sudden from heaven like a weeping cloud,
* See chapter on "Keats and Coleridge*.
** Cf. letter to George and Georgiana, 14 Feb.-5 May 1819.
148
That fosters the droop-headed flowers all,
And hides the green hill in an April shroud;
Then glut thy sorrow on a morning rose,
Or on the rainbow of the salt sand-wave,
Or on the wealth of globed peonies.
It is surely strange that Leavis should dismiss this ode
as a poem of "perverse and debilitating indulgences" while he 
finds vitality in the above lines, because vitality and "perverse 
and debilitating indulgences" are incompatible elements. That 
there is vitality in those lines is perhaps indisputable: as 
a weeping cloud, which may for the moment hide the green hill 
from the sun, fosters the droop-headed flowers, so a melancholy 
fit, as it fades, brings along a more deeply-felt joy. Lethe,
wolf"s-bane, nightshade, yew-berries, the beetle, the death-moth
and the downy owl are images of ugliness and darkness. On the 
other hand, a morning rose, the rainbow of salt sand-wave and 
globed peonies are images of beauty and light. Keats rejects 
ugliness and darkness in favour of beauty and light, because 
beauty and light, as we have seen, can restore one from melancholy 
to joy. Nature is offered as a remedy, not as a catalyst for 
'subtler melancholy" or "deeper melancholy". The images of the 
rose and the rainbow, as we have also seen, are a reminiscence 
of Wordsworth. How they are images of joy is further illustrated
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by Wordsworth himself:
The red rose is a gladsome flower.*
My heart leaps up when I behold 
A rainbow in the sky.**
Then Keats offers a concrete example:
Of if thy mistress some rich anger shows,
Emprison her soft hand, and let her rave,
And feed deep, deep upon her peerless eyes.
An angry mistress makes an interesting combination: because she 
is angry, she is a source of sorrow, but because she is beautiful, 
she is also a source of joy. Keats seems to say: "If your mistress 
is angry, surely that is an occasion for sorrow. But don"t get 
drunk, and make no attempt at escapism. Pace her boldly, and 
seek consolation in her beauty."
Yet, just as Wordsworth realizes the transience of the glory 
and the dream of his childhood, so Keats realizes the transience 
of beauty and joy:
She dwells with Beauty —  Beauty that must die;
And Joy, whose hand is ever at his lips 
Bidding adieu; and aching pleasure nigh.
Turning to poison while the bee-mouth sips.
* Song at the Feast of Brougham Castle, 6
** Rainbow, 1-2.
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If beauty dies, then ugliness follows; if joy fades, then sorrow 
ensues. Here even the image of the bee-mouth sipping is not without 
its vitality. For though the bee-mouth may turn "Pleasure* to 
"poison", bees also give honey, which is delight. If joy leads 
but to sorrow, then, as the image implies, sorrow will equally 
lead to joy. My understanding of "aching pleasure" is that it 
is the sharp transitional state from pleasure to pain; this is 
consistent with Keats" view of intensity, for when pleasure is 
experienced to the full it is suddenly invaded by pain, and 
before pleasure completely gives way to pain we have the feeling 
of "aching Pleasure". Here let me call in evidence Bridges, poet 
and critic, whose sensibility one perhaps aannot doubt. Commenting 
on this stanza, he says: "The paradox that melancholy is most 
deeply felt by the organisation most capable of joy is clinched 
at the end by the observation of the reaction which satiety 
provokes in such temperaments, so that it is also in the moment
of extremest joy that it suddenly fades."* And Keats" "aching
Pleasure" is perhaps but an equivalent of the "aching joys" which 
Wordsworth felt in nature, when young:
The sounding cataract 
Haunted me like a passion: the tall rock.
The mountain, and the deep and gloomy wood.
* Bridges, op.cit., p.57*
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Their colours and their forms were then to me 
An appetite; a feeling and a love,
That had no need of a remoter charm.
By thought supplied, nor any interest 
Unhorrowed from the eye. —  That time is past.
And all its aching joys are now no more.
And so for Keats joy passes through the state of "aching Pleasure" 
into sorrow. He goes on to speak of the neighbourliness of joy 
and sorrow:
A y , in the very temple of Delight
Veil"d Melancholy has her sovran shrine.
The transience of joy and the neighbourliness of joy and sorrow 
have already formed the subject of Wordsworth"s Dedication to 
The White Doe of Rylstone:
We by a lamentable change were taught 
Th§t "bliss with mortal Man may not abide:"
How nearly joy and sorrow are alliedI*
It is in this spirit that the last stanza of Keats" ode is written. 
Byron has also said, "in guarded coldness":
if no joy, no sorrow lurk"d behind.**
But that is felt only by a sensitive man. A less sensitive man 
may find himself in an intermediate state where neither joy nor
* Dedication to The White Doe of Rylstone , 22-4.
* *
Childe Harold, III, x.
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sorrow is visibly present; or at least for him joy is not succeeded
by sorrow with such great rapidity. Keats then goes on to comment
on sensibility:
Though seen of none save him whose strenuous tongue 
Can burst Joy's grape against his palate fine;
His soul shall taste the sadness of her might,
A n d  b e  a m o n g  h e r  c l o u d y  t r o p h i e s  h u n g .
With the last line the ode comes full circle. If the hand 
of joy is ever at his lips bidding adieu, and sorrow follows so
closely at his heels, what can one do? In this way we go back
to the first line of the poem, where Keats says:
No, no, go not to Lethe, etc.
And the advice about "glutting" one"s sorrow on the morning rose, 
on the rainbow of the salt sand-wave, or on the wealth of globed
peonies to restore oneself to joy equally holds true. It is
significant that this poem is not an ode melancholy, but an 
ode on melancholy. Keats here attempts no less than a comment 
on human sorrow; but since sorrow is related to joy, the ode is 
in reality a comment on sorrow as well as joy. The whole tenor 
of the poem indicates that Keats realizes how sorrow is part of 
human existence, and, as Wordsworth accepts his loss in the 
Immortality ode, so Keats here accepts sorrow. The three stanzas 
as they stand are a marvel in organic unity; the first stanza
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deals with sorrow, the second with the transition from sorrow
to joy, and the third with the transition from joy to sorrow. It
is this implicit awareness of the alteration of sorrow and joy,
with sorrow allowed a larger share, that Keats has brought to
p o e t r y  h i s  m a t u r e  u n d e r s t a n d i n g  o f  l i f e .  A n d  i n  v i e w  o f  t h e
organic unity of the ode, it is no surprise that Keats should
have struck out the cancelled first stanza, so that the alteration
A
of sorrow and joy as part of human nature is more forcibly hammered 
home.
The Ode on Melancholy, one may say, is Keats' counterpart 
of Wordsworth's Immortality ode. But neither of them is a 
'Melancholist's dream’. Keats has no wish to cultivate melancholy 
or sorrow, because it is incompatible with energy. If sorrow 
comes, Keats accepts it, as Wordsworth accepts his loss, with 
balance and serenity. Of course, in one sense, Keats' ode is 
different from Wordsworth's, i.e. in its absence of formal 
philosophy, in its refusal to deal with such concepts as pre­
natal existence. If, as Matthew Arnold says, 'poetry is the 
reality, philosophy, the illusion', then there is not much 
difference between the two odes in poetic reality. Keats* ode, 
by wisely confining itself to universal experience, is marked at 
once by objectivity, and, as it is explorative of some dark 
passages in human nature, by profundity.
An interesting fact is that in the 1820 volume the Ode on
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M e l a n c h o l y  i s  p l a c e d  i m m e d i a t e l y  a f t e r  T o  A u t u m n  a t  t h e  e n d  o f  
t h e  o d e s ,  t h e  o r d e r  o f  t h e  w e l l - k n o w n  o n e s  b e i n g  N i g h t i n g a l e ,  
G r e c i a n  U r n ,  P s y c h e ,  A u t u m n  a n d  M e l a n c h o l y .  T h o u g h  A u t u m n , 
w r i t t e n  a f t e r  M e l a n c h o l y ,  i s  e q u a l l y  m a r k e d  b y  o b j e c t i v i t y  a n d  
s e r e n i t y  a s  a  r e s u l t  o f  K e a t s '  m a t u r e r  u n d e r s t a n d i n g  o f  l i f e ,  
y e t  i t  i s  n o t  s o  p r o f o u n d .  D o e s  a l l  t h i s  i m p l y  t h a t  t h e  O d e  o n  
M e l a n c h o l y  i s  K e a t s '  f i n a l  w o r d ,  a s  t h e  I m m o r t a l i t y  o d e ,  p l a c e d  
a t  t h e  e n d  o f  W o r d s w o r t h ' s  P o e m s  ,  i s  i n t e n d e d  t o  b e  W o r d s w o r t h ' s  




THE FALL OP HYPERION
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The subject of Hyperion was already conceived before Endymion 
was completed; its first intimation is found in a line in the
fourth book of Endymion; 'Thy lute-voic'd brother will I sing
ere long.'* Keats is addressing Endymion, and 'thy lute-voic'd 
brother' is Apollo, because Endymion is espoused to his sister 
Cynthia. In his letter to Haydon of January 1818, just after 
Endymion had been written, Keats was probably answering the 
painter's offer to illustrate his poem, and the subject of Hyperion 
was by then more clearly thought out. He said:
I have a complete fellow-feeling with you in this business
-- so much so that it would be as well to wait for a choice
out of Hyperion -- when that Poem is done there will be a wide
range for you —  in Endymion I think you may have many bits 
of the deep and sentimental cast —  the nature of Hyperion will 
lead me to treat it in a more naked and grecian Manner —  and 
the march of passion and endeavour will be undeviating —  and 
one great contrast between them will be -- that the Hero of the 
written tale being mortal is led on, like Buonaparte, by 
circumstance; whereas the Apollo in Hyperion being a fore-seeing 
God will shape his actions like one.**
What directly concerns us here is that Hyperion was already
conceived while Keats was subject to the full force of Wordsworth's
* Endymion, IV, 774.
** Letter to Haydon, 23 Jan.1818.
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influence as seen in Endymion before his outburst against the 
older poet in his letter to Reynolds of 3rd February 1818.
This reaction, however momentary, was liable to affect the choice 
of a subject, for instance, Isabella. But Hyperion may well be 
a continuation of Wordsworth's influence as seen in Endymion; 
after all, the poem was Keats' first considerable poetical 
venture after his deeper appreciation of Wordsworth since his 
epistle To J.H.Reynolds and his 'Mansions of Thought' letter.
To estimate how far it epitomizes his ambition to go out of the 
'Chamber of Maiden-Thought' in an attempt to explore those dark 
passages will be part of the purpose of this chapter.
To give too mubh emphasis on Wordsworth's influence, 
however, is to give a one-sided picture of Hyperion. Other 
influences, as a help in developing Keats' poetical power, must 
then be noticed, bnefly. For its mythological sources scholars 
have listed such as Spenser's Faerie Queene, Milton's
Paradise Lost, Chapman's translation of Homer, Chapman's or 
Cooke's translation of Hesiod's Works and Days, Cooke's translation 
of Hesiod's Theogony, Sandys' translation of Ovid's Metamorphoses, 
Ronsard's Ode, A Michel de 1 'Hospital, Lemprière's Classical 
Dictionary, Spence's Polymetis, the pantheon of 'E. Baldwin'
(i.e. William Godwin), Beckford's Vathek and an obscure book
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called Celtic Researches, on the Origin, Tradition and Language, 
of the Ancient Britons by Edward Davies.*
For the d^le and the underlying ideas of Hyperion, on the 
other hand, Keats is mainly indebted to four poets, namely,
Dade, Shakespeare, Milton and Wordsworth. Generalization has 
its dangers; but it may be said that to his study of Shakespeare 
Keats owes his 'negative capability', which enables him to 
enter into the fallen majesty of Saturn, the declining splendour 
of Hyperion, and the agony of Apollo experienced in the process 
of his deification; to his study of Dante and Milton, his large 
conception and epic passion as well as part of his poetic diction;
and to his study of Wordsworth, mainly his exaltation of knowledge
» “
and his idea of progress, which is perhaps the theme of the poem.
Let us now turn to examine the poem in relation to Wordsworth.
We cannot fail to notice a significant shift in emphaiis in 
Keats' poetry after Endymion. The lengthy description of nature 
done more for its own sake than for the progress of the story in 
Endymion is in his later long poems given only a subordinate place, 
and in Hyperion human nature is Keats' greater concern. This 
change was more or less effected under Wordsworth's influence.
On 13th March 1818 Keats wrote to Bailey, saying: 'Scenery is fine
* Cf. Colvin, op.cit. , pp.427-95 he Selincourt, op.cit., pp.485- 
6 and 578-80; and Ridley, op.cit. , pp.60-5 and Note E (p.299).
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- -  b u t  h u m a n  n a t u r e  i s  f i n e r . '  K e a t s  s a i d  t h i s  n o t  t o  p l e a s e  
h i s  r e c i p i e n t ,  a  k n o w n  W o r d s w o r t h i a n ,  b u t  b e c a u s e  h e  w a s  c o n v i n c e d  
o f  t h e  t r u t h  o f  w h a t  h e  s a i d .  I n  h i s  ' M a n s i o n s  o f  T h o u g h t '  l e t t e r ,  
i n  w h i c h  h e  s h o w e d  u n r e s e r v e d  a d m i r a t i o n  f o r  W o r d s w o r t h ,  K e a t s  
u n d e r s t o o d  t h e  o l d e r  p o e t  a s  o n e  w h o  ' m a r t y r s  h i m s e l f  t o  t h e  
h u m a n  h e a r t ,  t h e  m a i n  r e g i o n  o f  h i s  s o n g ' .  T h e  m a i n  r e g i o n  o f  
h i s  s o n g '  i s  a  q u o t a t i o n  f r o m  t h e  f r a g m e n t  o f  T h e  R e c l u s e  
i n c l u d e d  i n  t h e  P r e f a c e  t o  T h e  E x c u r s i o n ,  w h i c h  K e a t s  m u s t  a l s o  
h a v e  s t u d i e d  m o s t  c a r e f u l l y .  T h e  v e r y  f i r s t  l i n e  o f  t h a t  f r a g m e n t  
s t a t e s  t h e  s u b j e c t  o f  h i s  ' l o n g  a n d  l a b o r i o u s  W o r k ' :
O n  M a n ,  o n  N a t u r e ,  a n d  o n  H u m a n  L i f e .
T h i s  W o r d s w o r t h  r e p e a t s  i n  p r o s e  i n  h i s  P r e f a c e ,  w h e r e  h e  s p e a k s  
o f  h i s  ' d e t e r m i n a t i o n  t o  c o m p o s e  a  p h i l o s o p h i c a l  p o e m ,  c o n t a i n i n g  
v i e w  o f  M a n ,  N a t u r e ,  a n d  S o c i e t y ' .  W o r d s w o r t h ,  t h e n ,  e n c o u r a g e s  
K e a t s  t o  ' p h i l o s o p h i z e ' ,  t o  s p e c u l a t e  o n  M a n ,  o n  N a t u r e ,  a n d  o n  
H u m a n  L i f e .  F o r  K e a t s  t h e  ' C h a m b e r  o f  M a i d e n - T h o u g h t '  i s  a l r e a d y  
o n e  i n  w h i c h  ' p l e a s a n t  w o n d e r s '  l e a d  b u t  t o  t h e  s h a r p e n i n g  o f  
' o n e ' s  v i s i o n  i n t o  t h e  h e a r t  a n d  n a t u r e  o f  M a n ' .
A f t e r  t h e  ' M a n s i o n s  o f  T h o u g h t '  l e t t e r  K e a t s '  t o u r  i n  S c o t l a n d  
w a s  n o t  m e r e l y  a n  o p p o r t u n i t y  t o  w a l k  a m o n g  m o u n t a i n  s c e n e r y  b u t  
a l s o ' a  s o r t  o f  P r o l o g u e  t o  t h e  L i f e '  h e  i n t e n d e d  t o  pursue.*
* Cf. letter to Haydon, 8 April 1818.
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Such a 'Prologue* was marked hy his increasing interest in, and 
deepening knowledge of, 'the heart and nature of Man'. He wrote 
to Tom from Auchencairn:
A Scotch Girl stands in terrible awe of the Elders —  
poor little Susannas —  They will scarcely laugh -- they are 
greatly to be pitied and the Kirk is greatly to be damn'd.
These Kirkmen have done Scotland good —  they have made Men, 
Women, Old Men Young Men old Women young women boys, girls and 
infants all careful —  so that they are formed into regular 
Phalanges of savers and gainers —  such a thrifty army cannot 
fail to enrich their Country and give it a greater appefa]rance 
of comfort than that of their poor irish neighbours —  These 
Kirkmen have done Scotland harm —  they have banished puns and 
laughing and Kissing (except in cases where the very danger and 
crime must make it very fine and gustful.*
Keats' general observation of society came to this startling 
conclusion:
And yet in Cities Man is shut out from his fellows if hè^s 
poor, the Cottager must be dirty and very wretched if she be not 
thrifty The present state of society demands this and this 
convinces me that the world is very young and in a very ignorant 
state —  We live in a barbarous age.**
This conclusion, that the world was very young and in a very 
ignorant state, leads us back to his 'Mansions of Thought' letter,
* Letter to Thomas Keats, 3-9 duly 1818.
** Ibid.
l6l
in which, as a result of his study of Wordsworth in comparison 
with Milton, Keats came to believe that there was a 'grand march 
of intellect', and that 'Wordsworth is deeper than Milton —  
though I think it has depended more upon the general and gregarious 
advance of intellect, than individual greatness of Mind'. And 
this also leads us forward to his idea of progress in Hyperion.
This social optimism was part of the spirit of his age. In the 
seventh book of The Excursion Wordsworth already anticipates 
Keats in his idea of social progress:
The vast Frame 
, Of social nature changes evermore 
Her organs and her members, with decay 
Restless, and restless generation,-powers 
And functions dying and produced at need, —
And by this law the mighty whole subsists:
With an ascent and progress in the main.*
In a manner reminiscent of Wordsworth Keats makes Qceanus speak 
of the law of progress as the cause of the Titans' fall:
Ye listen, ye who will, whilst I bring proof 
How ye, perforce, must be content to stoop:
AAd in the proof much comfort will I give, \
If ye will take that comfort in its truth.
We fall by course of Nature's law, not force 
Of thunder, or of Jove.**
* The Excursion, VII, 999-1005.
** Hyperion, II, 177-82.
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Again:
*tis the eternal law 
That first in beauty should be first in might:
Yea, by that law, another race may drive 
Our conquerors to mourn as we do now.*
That the passages quoted in the above are un-Miltonic I have 
Mr. Ridley’s support: 'The speech of Oceanus, which is in some 
ways the kernel of the poem, grows more and more un-Miltonic as 
it proceeds, and rises in a kind of exultant consciousness of 
increasing freedom to the climax, equally lovely and strong.’**
If the speech is un-Miltonic, I venture to suggest that it is 
Wordsworthian. Notice how Keats ’philosophizes': he speaks of 
'Nature's law' and 'eternal law', terms which fit well into 
Wordsworth's passage quoted in the above. The dyle also anticipates 
the less Miltonic style of The Fall of Hyperion, with which I shall 
deal a little later on.
Though Keats' concept of progress resembles that of Wordsworth 
in general spirit, yet the resemblance must not be pressed too 
far. Wordsworth $s obviously the more cautious of the two, for 
he also says:
* Ibid. , II, 177/-82.
** Ridley, op.cit., p.84
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But Human-kind rejoices in the might 
Of mutability; and airy hopes,
Dancing around her, hinder and disturb 
Those meditations of the soul that feed 
The retrospective virtues. Festive songs 
Break from the maddened nations at the sight 
Of sudden overthrow; and cold neglect 
Is the sure consequence of slow decay.*
Keats' idea of progress, on the other hand, is coloured by Hunt's 
radicalism, though he agrees with Wordsworth that progress made 
is not always progress for the better. In his letter to George 
and Georgiana of 17-27 September 1819 we can see that the idea 
of progress still haunts him, and this letter perhaps serves to 
define more clearly Keats' relation to Wordsworth as far as the 
idea of progress is concerned:
In every age there has been in England for some two or 
three centunes subjects of great popular interest on the carpet: 
so that however great the uproar one can scarcely prophesy any 
material change in the government, for as loud disturbances 
have agitated this country many times. All civilized countries 
become gradually more enlighten'd and there should be a continual 
change for the better.
On the whole, this is a prose version of Wordsworth's law of 
progress: 'With an ascent and progress in the main.' Keats
* The Excursion, VII, 1053-40.
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then takes England as an example to illustrate his view;
Look at this Country at present and remember it when it 
was even thought impious to doubt the justice of a trial by 
Combat. From that time there has been a gradual change. Three 
great changes have been in progress -- First for the better, 
next for the worse, and a third time for the better once more.
The first was the gradual annihilation of the tyranny of the 
nobles, when Kings found it their interest to conciliate the 
common people, elevate them and be just to them. Just when 
baronial Power ceased and before standing armies were so dangerous. 
Taxes were few. Kings were lifted by the people over the heads 
of their nobles, and those people held a rod over Kings. The 
change for the worse in Europe was again this. The obligation 
of Kings to the Multitude began to be forgotten. Custom had 
made noblemen the humble servants of Kings. Then Kings turned 
to the Nobles as the adorners of their power, the slaves of it, 
and from the people as creatures continually endeavouring to 
check them. Then in every Kingdom there was a long struggle 
of Kings to destroy all popular privileges. The english were 
the only people in europe who made a grand kick at this. They 
were slaves to Henry 8th but were freemen under william $rd at 
the time the french were abject slaves under Lewis 14th. The 
example of England, and the liberal writers of franee and 
england sowed the seed of opposition to this Tyranny —  and it 
was swelling in the ground till it burst out in the french 
revolution. That has had an unlucky termination. It put a 
stop to the rapid progress of free sentiments in England; and 
gave our Court hopes of turning back to the despotism of the 
l6 century. They have made a handle of this event in every way
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t o  u n d e r m i n e  o u r  f r e e d o m .  T h e y  s p r e a d  a  h o r r i d  s u p e r s t i t i o n  
a g a i n s t  a l l  i n n o v a t i o n  a n d  i m p r o v e m e n t .  T h e  p r e s e n t  s t r u g g l e  
i n  E n g l a n d  o f  t h e  p e o p l e  i s  t o  d e s t r o y  t h i s  s u p e r s t i t i o n .  W h a t  
h a s  r o u s ' d  t h e m  t o  d o  i t  i s  t h e i r  d i s t r e s s e s  - -  p e r h a p s  o n  t h i s  
a c c o u n t  t h e  p r e s e n t  d i s t r e s s e s  o f  t h i s  n a t i o n  a r e  a  f o r t u n a t e  
t h i n g  —  t h e  s o  h o r r i d  i n  t h e i r  e x p e r i e n c e .  Y o u  w i l l  s e e  I  m e a n  
t h a t  t h e  f r e n c h  R e v o l u t i o n  p u t  a  t e m p o r a r y  s t o p  t o  t h i s  t h i r d  
c h a n g e ,  t h e  c h a n g e  f o r  t h e  b e t t e r .  N o w  i t  i s  i n  p r o g r e s s  a g a i n  
a n d  I  t h i n k  i t  a n  e f f e c t u a l  o n e .  T h i s  i s  n o  c o n t e s t  b e t w e e n  
w h i g  a n d  t o r y  - -  b u t  b e t w e e n  r i g h t  a n d  w r o n g
T h e  i d e a  o f  s o c i a l  i n n o v a t i o n  a n d  i m p r o v e m e n t  m a d e  w i t h o u t  
d i s t i n c t i o n  b e t w e e n  W h i g  a n d  T o r y ,  s a i d  t o  b e  i n  t h e  f a s h i o n ,  
w a s  p r o b a b l y  K e a t s '  a t t e m p t  t o  a v o i d  i n v o l v i n g  h i m s e l f  i n  t h e  
c o n f l i c t i n g  p o l i t i c a l  v i e w s  h e l d  b y  h i s  c o n t e m p o r a r i e s  a n d  
f r i e n d s :  s o c i a l  p r o g r e s s  w a s  a f t e r  a l l  a s  m u c h  t h e  c o n c e r n  o f
It* tm ^  CentMn
H u n t  a s  o f  W o r d s w o r t h .  W e  n e e d  n o t  r e a d  i n t o  t h e  m e a n i n g
o f  H y p e r i o n  a  p o l i t i c a l  a l l e g o r y ,  b u t  i t  i s  n o t  f a n c i f u l ,  p e r h a p s ,  
t o  s u g g e s t  t h a t  K e a t s  h a d  w e i g h e d  t h e  v i e w s  o f  b o t h  W o r d s w o r t h  
a n d  H u n t  b e f o r e  h e  p u t  h i s  o w n  i d e a  i n t o  t h e  s p e e c h  o f  O c e a n u s :  
i n  t h e  e n d  h e  r a n  a w a y  f r o m  b o t h ,  a n d  f o r  K e a t s  t h e  l a w  o f  p r o g r e s s  
t u r n e d  o u t  t o  b e  a  d e v e l o p m e n t  t o w a r d s  a  g r e a t e r  p e r f e c t i o n  o f  
b e a u t y .
I n  t h e  t h i r d  b o o k  t h e  d e i f i c a t i o n  o f  A p o l l o ,  a t t r i b u t e d  
t o  h i s  ' k n o w l e d g e  e n o r m o u s ' ,  m a y  b e  s e e n  a s  t h e  c u l m i n a t i o n  o f  
W o r d s w o r t h ' s  i n f l u e n c e  o n  H y p e r i o n .  K e a t s '  a t t i t u d e  t o  k n o w l e d g e ,
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already vaguely outlined in Endymion, soon began to take a more 
definite shape after his epistle To J.H.Reynolds. In his letter 
to his publisher, in which Keats announced his intention of 
devoting himself to "Philosophy* a month after the epistle, he 
said: 'I find that I can have no enjoyment in the World but 
continual drinking of Knowledge —  I find there is no worthy 
pursuit but the idea of doing some good for the world —  some do 
it with their society —  some with a sort of power of conferring 
pleasure and good humour on all they meet and in a thousand ways 
all equally dutiful to the command of Great Nature —  there is 
but one way for me —  the road lies th#)ugh application study 
and thought.'* In the Wordsworthian 'Mansions of Thought' letter, 
written five weeks afterwards, his view of the three Chambers 
was preceded by an observation on the necessity of knowledge.
'An extensive knowledge is needful,' said he. 'It takes away the 
heat and fever; and helps, by widening speculation, to ease the 
Burden of the Mystery: a thing I begin to understand a little, 
and which weighed upon you in the most gloomy and true sentence 
in you?Letter. The difference of high sensations with and 
without knowledge appears to me this —  in the latter case we 
are falling continually ten thousand fathoms deep and being 
blown up again without wings and with all the herror of a bare
* Letter to J. Taylor, 24 April 1818.
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shouldered creature -- in the former ease, our shoulders are 
fledge, and we go thro* the same air and space without fear.** 
In Hyperion Keats further develops this line of thought, and 
Apollo's account of his own attainment to godhead has a strong 
Wordsworthian ring.
For Wordsworth the wisdom of the Wanderer proceeds from his 
enormous knowledge of people and nations:
Hence it came 
That in our best experience he was rich.
And in the wisdom of our daily life.
For hence, minutely, in his various rounds.
He had observed the progress and decay 
Of many minds, of minds and bodies too;
The history of many families;
How they had prospered; how they were overthrown 
By passion or mischance, or such misrule 
Among the unthinking masters of the earth 
As makes the nations groan.**
And Apollo speaks of his own deification as a consequence of his 
'knowledge enormous':
Knowledge enormous makes a God of me.
Names, deeds, gray legends, dire events, rebellions, 
Majesties, sovran voices, agonies,
* Letter to J.H.Reynolds, 5 May 1818.
** The Excursion, I, 571-81*
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Creations and destroyings, all at once 
Pour into the wide hollows of my brain,
And deify me , as if some blithe wine 
Or bright elixir peerless I had drunk.
And so become immortal.*
If we examine thiis 'knowledge enormous' of Apollo closely, we 
shall find that it corresponds to the knowledge of the Wanderer 
in detail:
(a) First, Apollo's knowledge of 'creations and destroyings' 
corresponds to the Wanderer's knowledge of 'the progress and 
decay of many minds, of minds and bodies too'. The manuscript 
of Hyperion in the British Museum perhaps throws some more 
light on this relation between Wordsworth and Keats. Keats' 
line,
Creations and destroyings, all at once,
has been carefully revised. Keats first wrote 'Creations, 
visages o f  , then struck out 'visages o f , and put down 'and 
destroyings, and calm peace'. The line became
Creations and destroyings, and calm peace.
Keats then struck out 'and calm peace' and substituted for it 
'all at once'. What is significant is that the words 'and calm
* Hyperion, III, 115-20.
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peace’ , as originally intended, perhaps more clearly indicate 
that Keats' ’creations and destroyings* are as much concerned 
with people as Wordsworth’s ’progress and decay’.
(h; Secondly, Apollo’s knowledge of ’names, deeds, gray 
legends, dire events, rebellions, majesties, sovran voices’ 
corresponds to the Wanderer’s knowledge of ’the history of 
many families; how they had prospered; how they were overthrown 
by passion or mischance, or such misrule among the unthinking 
masters of the earth as makes the nations groan’. Obviously 
the knowledge of both the Wanderer and Apollo is designed to 
be the most comprehensive one, extending from individuals to 
families and nations.
It can be seen, then, that Keats here ’philosophizes’ as 
Wordsworth does, though in a different context; Wordsworth, in 
a Christian context, and heats, in the context of classical 
mythology. Yet their conclusions come closer than their deceptive 
difference of context would at a glance appear to suggest; 
knowledge is the mark of wisdom or godhead.
I have deliberately left out Apollo’s knowledge of ’agonies’ 
for consideration here. And that is also as much Wordsworthian 
as it is Keatsian. Keats’ own experience ofcsorrow has led critics 
to connect the circumstances of the deification of Apollo solely
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with the events of his life, as Murry claims: ’It is the history 
of his own soul that is being unfolded.’* It is certainly 
impossible to discount the importance of the part played by his 
own experience. But there is danger in over-emphasizing personal 
element in Keats* poetry, since his negative capability has to 
be considered. As we have already seen, Keats is encouraged by 
Wordsworth to comment on human sorrow. And here I believe Keats
is likewise influenced by Wordsworth. In his fragment of The
Recluse included in the Preface to The Excursion Wordsworth speaks 
of one of his duties as a poet in these words:
Must hear Humanity in fields and groves
pipe solitary anguish; or must hang 
Brooding above the fierce confederate storm 
Of sorrow, barricadoed evermore 
Within the walls of cities.
For Wordsworth it is as much a part of the business of poetry to 
comment on human sorrow as to sing of ’Paradise, and groves 
Elysian’. Keats is certainly in complete sympathy with Wordsworth, 
For Apollo, father of poetry, then, a knowledge of ’agonies’ is 
essential for his deification. Keats has consistently held this 
view. Early in the fourth book of Endymion Keats already realizes 
that sorrow is an indispensable part of a mature man’s experience; 
and for him, as seen in his epistle To J.H.Reynolds, the ’lore 
of good and ill’ is an enviable award. Like Shakespeare both
* Murry, opcit., p.93
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Wordsworth and Keats accept life as a mingled yarn, good and ill 
together.
In #yperion some passages of nature-description also have 
their parallels in Wordsworth. The opening of Keats’ poem —
Deep in the shady sadness of a vale
Far sunken from the healthy breath of morn,
Far from the fiery noon, and eve’s one star,
Sat gray-hair’d Saturn, quiet as a stone.
Still as the silence round about his lair;
Forest on forest hung above his head 
Like cloud on cloud,
—  is reminiscent of the opening speech of the fifth book of
the Excursion;
Farewell, deep Valley, with thy one rude House,
And its small lot of life-supporting fields.
And guardian rocks I *—  Farewell, attractive seat I 
To the still influx of the morning light 
Open, and day’s pure cheefulness, but veiled 
From human observation, as if yet 
Primeval forests wrapped thee round with dark 
Impenetrable shade; once more farewell,
Majestic circuit, beautiful abyss.
By Nature destined from the birth of things 
For quietness profoundl
Keats’ picture of the vale resembles Wordsworth’s picture of
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the valley in depth, quietness, and in the surrounding forests 
(for Wordsworth hut an imafee to which the seclusion of the 
valley is compared). But this is inadequate, perhaps, for the 
inference of direct debt; even if it can be proved that Keats’ 
passage is a reminiscence of Wordsworth, it may well turn out 
to be an unconscious one. We must now take into account Keats’ 
actual experience in the Lake District, and in Scotland, and 
possibly other literary sources.*
Another interesting parallel is found in the description 
of nature evoking suggestion of romance. Keats has —
Those green-rob’d senators of mighty woods.**
Wordsworth has —
Into a loud and white-robed waterfall.***
The epithet ’white-robed’ for waterfall suggests romance, and 
is, I suspect, ancestor to the epithet ’green-rob’d* for woods.
\
There is no need to dwell on the beauty of Keats’ line, which 
is well known, but it may be said that it is no imitation on the
* Sittings>(The Mask of Keats, 195^> pp.19-22) finds a dominant 
influence of Dante in the opening lines of Hyperion, and in 
particular draws attention to the resemblance between the vale, 
the forest, margins and the sand of Keats to those of Dante in the 
fourteenth canto of Inferno.
** Hyperion, I, 75.
*** The Excursion, III, 48.
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part of Keats, and that hy adding ’senators' to his line Keats 
really improves on what he may have derived from Wordsworth; 
Keats’ line more readily appeals to the imagination.
In his description of nature, as we have seen, Wordsworth 
is capable of evoking suggestion of architecture. He sees in 
clouds a marvellous array of temple, palace, citadel, and huge 
fantastic pomp of structure without name:
The appearance, instantaneously disclosed.
Was of a mighty city -- boldly say 
A wilderness of building, sinking far 
And self-withdrawn into a boundless depth,
Par sinking into splendour —  without endI 
Fabric it seemed of diamond and of gold.
With alabaster domes, and silver spires,
And blazing terrace upon terrace, high 
Uplifted; here, serene pavilions bright.
In avenues disposed; there, towers begirt 
With battlements that on their restless fronts 
Bore stars —  illumination of all gems!
By earthly nature had the effect been wrought 
Upon the dark materials of the storm 
Now pacified; on them, and on the coves 
And mountain-steeps and summits, whereunto 
The vapours had receded, taking there 
Their station under a cerulean sky.
Oh, ’twas an unimaginable sight!
Clouds, mists, streams, watery rocks and emrald turf. 
Clouds of all tincture, rocks and sapphire sky.
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Confused, commingled, mutually inflamed,
• Molten together, and composing thus,
Each lost in each, that marvellous array 
Of temple, palace, citadel, and huge 
Fantastic pomp of structure without name,
In fleecy folds voluminous, enwrapped.
Right in the midst, where interspace appeared 
Of open court, an object like a throne 
Under a shining canopy of state 
Stood fixed; and fixed resemblances were seen 
To implements of ordinary use,
But vast in size, in substance glorified.*
Keats must have been impressed by this magnificent passage, for 
he calls Wordsworth the poet ’of the cloud’.** Keats* description 
of Hyperion’s palace in the first book may have been partly a 
reminiscence of it:
His palace bright 
Bastion’d with pyramids of glowing gold.
And touch’d with shade of bronzed obelisks.
Glar’d a blood-red through all its thousand courts.
Arches, and domes, and fiery galleries;
And all its curtains of Aurorian clouds 
Flush’d angerly.***
* The Excursion, II, 834-67-
** Cf. the sonnet ’GYeat spirits now on earth are sojourning’
*** Hyperion, I, 176-62.
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The palace is also described as having
diamond-paved lustrous long arcades;*
and Hyperion himself speaks of
These crystalline pavilions, and pure fanes,**
of all his 'lucent empire*. Hyperion's palace is then perhaps 
a parallel to Wordsworth's fabric of diamond and gold with 
alabaster domes, silver spires, blazing terraces, serene 
pavilions bright, and towers begirt with battlements. perhaps 
Keats is mainly indebted to Wordsworth for the idea of evoking 
architectural interest in clouds. The appropriateness of this 
idea for Hyperion, a poem dealing with the sun-god, is self- 
evident. Thus far Keats has learned to build his 'tapestry 
empyrean* on the work of his predecessor.
To understand Hyperion it is helpful to turn to The Fall 
of Hyperion. To understand The Fall of Hyperion, on the other 
hand, it is of prime importance to realize that in this second 
version there is little evidence of Keats' declining power. 
This Murry, Ridley and Kenneth Muir*** have demonstrated.
* Ibid. , I, 220.
** Ibid. , I, 238.
*** Cf. Murry, op.cit.; Ridley, op.cit.; and Muir, John Keats 
A Reassessment.
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In The Fall of Hyperion, among other merits, Keats sheds most 
of his Miltonic inversions, adopts a more natural style, and 
adheres more closely to his subject, in an attempt to find his 
own true voice of feeling, not without the help of Wordsworth, 
as I shall try to show.
The technical triumph of style in The Fall of Hyperion 
Mr. Ridley has proved by quoting the description of the 
sanctuary:
I look'd around upon the carved sides 
Of an old sanctuary with roof august,
Builded so high, it seem'd that filmed clouds 
Might spread beneath, as o'er the stars of heaven;
So old the place was, I remembered none
The like upon the earth: what I had seen
Of grey Cathedrals, buttress'd walls, rent towers.
The superannuations of sunk realms,
Or Nature's Rocks toil'd hard in waves and winds,
Seem'd but the faulture of decrepit things 
To that eternal domed monument.*
Mr. Ridley's comments: 'It is stronger than Shakespeare's 
earlier style and smoother than his later; nor is the manner 
Elizabethan; it is 'paragraphic', built up by the shift of the 
pauses to the wholly satisfying conclusion of the last two 
inevitable lines; but yet it is not Miltonic; it is far too
* The Fall of Hyperion, I, 6I-7I#
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natural in its movement for that. Milton achieves his superb 
and weighty dignity in part at least by what Keats himself called 
■a curruption of the language." But this is as English as it 
can be. With the exception of "roof august" there is not an 
inversion or any other trick in it. It says what it has to say 
with perfect dignity and a kind of strong and controlled fluency.
I believe that we are here watching Keats achieving the last of 
his great technical triumphs, the creation of his own blank 
verse rhythm, at once flexible and powerful and sonorous, in 
which he could write as he felt.'*
This is surely a model of literary analysis. For a parallel 
in English in the creation of blank verse rhythm I venture to 
suggest Wordsworth. Mr. Ridley also says that Keats' passage 
has the right Virgilian ring. It is true Cowden Clarke speaks 
of Keats' classical attainment as 'extended no farther than the 
"Aeneid"; with which epic, indeed, he was so fascinated that 
before leaving school he had voluntarily translated in writing 
a considerable portion'.** For Wordsworth, too, the classics 
had had attraction from his schooldays; Laodamia is Virgilian 
in subject as well as in style; and in his preface to the edition
* Ridley, op.cit. , p.269-
** C. Cowden Clarke, 'Recollections of John Keats' in Recollectios 
of Writers , 2nd.ed. 1878, p.124.
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of 1815 he cites Shakespeare as well as VijDgil to illustrate
A /I
his meaning of imagination (not to mention his translation of
Aeneid in 1829-50)• Is it fantastic to suggest that if Virgil
has a part in helping Keats to create his blank verse rhythm,
it is as much Virgil through Wordsworth as Virgil himself,
who thus becomes an influence? I shall further consider Wordsworth's
contribution.
Mr. Ridley speaks of the style of Keats' passage as not 
Miltonic, because it is far too natural in its movement for that. 
Naturalness is exactly Wordsworth's theory of poetic language 
put forth in his Preface to the Lyrical Ballads. He defines 
poetry as 'the spontaneous overflow of powerful feelings' and 
attempts to bring his language 'near to the language of men'.
Keats rewrites Hyperion not only because it has 'too many Miltonic 
inversions' , which are 'a curruption of the language' , but also 
because it contains some 'false beauty proceeding from art': he 
rewrites it because it is not natural enough, because, as Lascelles 
Abercrombie has suggested, its elaborate decoration smothers its 
idea. Keats marks, however, with approval, those passages which 
have a 'true voice of feeling'.* Keats, I think, realizes the 
importance of what Wordsworth says in the Preface;
* Cf. letter to J.H.Reynolds, 21 Sept. I8I9.
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I have at all times endeavoured to look steadily at my 
subject; consequently, there is I hope in these Poems little 
falsehood of description, and my ideas are expressed in language 
fitted to their respective importance.
In Keats* words, Wordsworth'à ideal performance aims at no less 
than a 'true voice of feeling'.
For a parallel in style to Keats' passage, then, we may 
turn to the opening lines of the fragment of The Recluse included 
in the Preface to The Excursion. (As we have already seen, Keats 
knew these lines well.)
On Man, on Nature, and on Human Life,
Musing in solitude, I oft perceive 
Fair trains of imagery before me rise.
Accompanied by feelings of delight 
Pure, or with no unpleasing sadness mixed;
And I am conscious of affecting thoughts 
And dear remembrances, whose presence soothes 
Or elevates the Mind, intent to weigh 
The good and evil of our mortal state.
Or for descriptive parallel we may read the opening lines of 
The Excursion itself:
•Twas summer, and the sun had mounted high:
Southward the landscape indistinctly glared 
Through a pale steam; but all the northern downs.
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In clearest air ascending, showed far off 
A surface dappled o'er with shadows flung 
From brooding clouds; shadows that lay in spots 
Determined and unmoved, with steady beams 
Of bright and pleasant sunshine interposed;
To him most pleasant who on soft cool moss 
Extends his careless limbs along the front 
Of some huge cave, whose rocky ceiling casts 
A twilight of its own, an ample shade.
Where the wren warbles, while the dreaming man.
Half conscious of the soothing melody,
With side-long eye looks out upon the scene.
By power of that impending covert thrown 
To finer distance.
Not only are these passages 'paragraphic', natural in their 
movement and as English as they can be, but they also have, to 
use Mr. Ridley's words again, perfect dignity and a kind of strong 
and controlled fluency; their blank verse rhythm is equally 
flexible and powerful and sonorous, perhaps Wordsworth has 
contributed something to the creation of Keats' own blank verse 
rhythm, for Keats has studied The Excursion most carefully.
But to say this is not to belittle Keats' achievement: Keats' 
style is as individually his own as that of Wordsworth. Perhaps 
Keats has above all learned from Wordsworth the lesson of looking 
steadily at his subject and of expressing his ideas in 'language
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fitted to their respective importance*. Keats* description of 
his Vision has as much the mysterious and revealing power of 
a vision as Wordsworth's description of the summer landscape has 
the warmth and spaciousness of a summer landscape,or as his 
argument for a philosophical poem has the solemnity and high­
mindedness of 'Philosophy'.
With the help of Wordsworth, then, Keats has found his own 
'true voice of feeling'.* This 'true voice of feeling', not 
unnaturally, accompanies passages where the thought is more or 
less influenced by Wordsworth.
One of the themes of The Excursion, as we have seen, is 
human sympathy, which is bound up with Wordsworth's 'principle 
of love'. In the first book of the poem the ideal character
of the Wanderer is described as one alive with sympathy for
fellow-men:
Unoccupied by sorrow of its own,
His heart lay open; and, by nature tuned
And constant disposition of his thoughts
To sympathy with man, he was alive
To all that was enjoyed where'er he went.
And all that was endured; for, in himself 
Happy, and quiet in his cheerfulness.
He had no painful pressure from without
* Shakespeare part, of course, cannot be ignored. And some 
others must have in ane way or another contributed to Keats' style
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That made him turn aside from wretchedness 
With coward fears. He could afford to suffer 
With those whom he saw suffer.*
Much of The Excursion, indeed, is devoted to the same theme.
The tale of fergaret is written with it in mind. Even the Sceptic 
is moved hy the story of the close friendship of two men of 
opposite principles, and at sight of the inscription on the dial 
erected in their memory he exclaims;
'Smooth verse, inspired hy no unlettered Muse,'
Exclaimed the Sceptic, 'and the strain of thought 
>Accords with nature's language; —  the soft voice 
Of yon white torrent falling down the rocks 
Speaks, less distinctly, to the same effect.
If, then, their blended influence be not lost 
Upon our hearts, not wholly lost, I grant,
Even upon mine, the more are we required 
To feel for those among our fellow-men,
Who, offering no obeisance to the world,
Are yet made desperate by "too quick a sense 
Of constant infelicity," cut off 
From peace like exiles on some barren rock 
Their life's appointed prison; not more free 
Than sentinels, between two armies, set.
With nothing better, in the chill night air,
Than their own thoughts to comfort them.**
* The Excursion, I, 361-71•
** Ibid. , VI, 522-38.
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Above all, Wordsworth the poet himself shows unreserved sympathy 
for his suffering fellow-men. In a passage which I have already
quoted, but which I must quote again, he maps out sorrow for
poetic comment:
Must hear Humanity in fields and groves 
pipe solitary anguish; or must hang 
Brooding above the fierce confederate storm 
Of sorrow, barricadoed evermore
Within the walls of cities -- may these sounds
Have their authentic comment.
In The Fall of Hyperion Keats again searches for an answer 
to the question about the nature of poetry: the impression of 
indecision which he left in the epistle To J.H.Reynolds —  he was 
then 'lost in a sort of Purgatory blind' —  has finally gone, and 
his vision has since sharpened. He has followed Wordsworth in 
exploring the dark passages of 'the heart and nature of Man', 
and now his approach to poetry is also swayed by Wordsworth: 
Keats, too, must give authentic comment on human sorrow. For him 
a great poet must have courage to face the miseries of the world:
'None can usurp this height,' returned that shade,
'But those to whom the miseries of the world 
Are misery, and will not let them rest.'*
* The Fall of Hyperion, I, 147-9•
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Even Wordsworth' view of the function of poetry as put 
forth in the third hook of The Excursion finds direct expression 
in Keats' poem. Wordsworth thus speaks of poetry in terms of 
society:
Smiles
Of scornful pity he the just reward 
Of Poesy thus courteously employed 
In framing models to improve the scheme 
Of Man's existence, and recast the world.*
Keats echoes the thought in the following:
sure a poet is a sage;
A humanist, physician to all men.**
'To all men': for Keats as for Wordsworth poetry carries with 
it social significance and moral responsibility. They come 
surprisingly close to Johnson's ideal of the poet as 'the 
interpreter of nature, and the legislator of mankind’. The 
difference is that while a 'legislator' may prescribe and then 
stand aloof, a 'physician' implies active participation, which 
is what Wordsworth advocates when he adds to the business of 
the poet the work of 'recasting the world'.
* The Excursion, III, 333-7.
** The Fall of Hyperion, I, 189-90.
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Keats' attitude to poetry in relation to Wordsworth is 
further seen in the introductory passage of the poem, where 
Keats attacks rather sharply those whom he calls 'fanatics' 
and 'savages'.
Fanatics have their dreams, wherewith they weave
A paradise for a sect; the savage too
From forth the loftiest fashion of his sleep
Guesses at Heaven: pity these have not
Trac'd upon vellum or wild Indian leaf
The shadows of melodious utterance.
But bare of laurel they live, dream and die.*
These 'fanatics' and 'savages' are all dreamers; how dreamers 
are dismissed by Keats we shall in a moment see. Meanwhile, 
Keats exalts poetry:
For Poesy alone can tell her dreams.
With the fine spell of words alone aan save 
Imagination from the sable charm 
And dumb enchantment. Who alive cqn say 
'Thou art no Poet; mayst not tell thy dreams'?
Since every man whose soul is not a clod 
Hath visions, and would speak, if he had lov'd 
And been well nurtured in his mother tongue.**
This view of 'fanatics' and 'savages' as dreamers g,nd Poesy 
as the proper expression of imagination probably also has its
* Ibid., 1 , 1-7.
** Ibid. , I, 8-15.
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origin in the third hook of The Excursion where Wordsworth 
speaks of poetry in terms of society. I am not at all clear 
what Keats means by 'fanatics' and 'savages', except that 
'fanatics' weave a paradise for a sect and 'savages' guess at 
heaven. With all their effort for an imaginary paradise and 
their speculations about heaven, then, they are obviously not 
down-to-earth people. Keats' dismissal of these people may be 
explained by Wordsworth:
Wisdom is ofttimes nearer when we stoop 
Than we soar.*
Again,
And 1, without reluctance, could decline 
All act of inquisition whence we rise.
And what, when breath hath ceased, we may become.
Here are we, in a bright and breathing world.**
Wordsworth approves of a down-to-earth attitude, in unmistakable 
contrast to Keats' 'fanatics' and 'savages'. Wordsworth further 
says how little it matters to know where we are from; in other 
words, he does not approve of the savages* pretension to guess 
at heaven:
* The Excursion, III, 231-2.
** Ibid. , III, 234-7.
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Our origin, what matters it? In lack 
Of worthier explanation, say at once 
With the American (a thought which suits 
The place where now we stand) that certain men 
Leapt out together from a rocky cave;
And these were the first parents of mankind:
Or, if a different image be recalled 
By the warm sunshine, and the jocund voice 
Of insects chirping out their careless lives 
On these soft beds of thyme-besprinkled turf,
Choose, with the gay Athenian, a conceit
As sound —  blithe race! whose mantles were bedecked
With golden grasshoppers, in sign that they
H^d sprung, like those bright creatures, from the soil
Whereon their endless generations dwelt.
But stop! these theoretic fancies jar 
On serious minds: then, as the Hindoos draw 
Their holy Ganges from a skyey fount.
Even so deduce the stream of human life 
Prom seats of power divine.*
What Wordsworth says amounts to a dismissal of these 
'theoretic fancies'. Then, turning to a more genial subject, 
he goes on:
Yet, be it said, in justice to myself,
That in more genial times, when I was free 
To explore the destiny of human kind 
(Not as an intellectual game pursued 
With curious subtilty, from wish to cheat
* Ibid. , III, 238-57.
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Irksome sensations; but by love of truth 
Urged on, or haply by intense delight 
In feeding thought, wherever thought could feed)
I did not rank with those (too dull or nice,
For to my judgment such they then appeared.
Or too aspiring, thankless at the best)
Who, in this frame of human life, perceive 
An object whereunto their souls are tied 
In discontented wedlock; nor did e'er.
From me, those dark impervious shades, that hang 
Upon the region whither we are bound.
Exclude a power to enjoy the vital beams 
Of present sunshine.*
Love of truth urges Wordsworth to turn from 'theoretic fancies' 
to love of nature, which is for him Poesy, as we shall immediately 
see :
Deities that float 
On wings, angelic Spirits! I could muse 
O'er what from eldest time we have been told 
Of your bright forms and glorious faculties,
And with the imagination rest content,
Not wishing more; repining not to tread 
The little sinuous path of earthly care,
By flowers embellished, and by springs refreshed.
—  "Blow winds of autumn! —  let your chilling breath 
Take the live herbage from the mead, and strip 
The shady forest of its green attire, —
* Ibid., III, 282-99-
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And let the bursting clouds to fury rouse 
The gentle brooks! —  Your desolating sway,
Shedg" I exclaimed, "no sadness upon me.
And no disorder in your rage I find.
What dignity, what beauty, in this change 
From mild to angry, and from sad to gay,
Alternate and revolving! How benign.
How rich in animation and delight,
How bountiful these elements —  compared 
With aught, as more desirable and fair.
Devised by fancy for the golden age;
Or the perpetual warbling that prevails 
In Arcady, beneath unaltered skies.
Through the long year in constant quiet bound,
Night hushed as night, and day serene as day!"*
That is glorious poetry. It does justice to the occasion 
when Wordsworth is really talking about 'Poesy*. Having 
dismissed 'theoretic fancies', Wordsworth now rests content 
with the imagination, not wishing more, not repining to tread 
the little sinuous path of earthly care, embellished as it is 
by^flowers, and refreshed by springs. The elements of nature 
as reflected in 'poesy', he believes, can be compared with, if 
not superior to, anything devised by fancy for the golden age. 
This is another way of saying;
* Ibid. , III, 299-324.
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For Poesy alone can tell her dreams,
With the fine spell of words alone can save 
Imagination from the sable charm 
And dumb enchantment.
Wordsworth, however, can state his case with greater clarity, 
Thus he concludes;
if smiles 
Of scornful pity be the just reward 
Of Poesy thus courteously employed 
In framing models to improve the scheme 
Of Man's existence, and recast the world,
Why should not grave philosophy be styled,
•^erself, a dreamer of a kindred stock,
A dreamer yet more spiritless and dull?*
poesy and philosophy are dreamers of a kindred stock; yet Poesy 
is better employed 'in framing models to improve the scheme of 
Man's existence, and recast the world'. Keats' belief that 
Poesy and 'fanatics' and 'savages' are all dreamers but that 
'Poesy alone can tell her dreams' is fundamentally the same.
This leads Keats to say:
Whether the dream now purposed to rehearse
Be Poet's or Fanatic's will be known
When this warm scribe my hand is in the grave.**
* Ibid., III, 333- 40.
** The Fall of Hyperion, I, l6-8.
191
That The Fall of Hyperion is charged with high moral purpose 
is evident: it is part of Keats' ambition to frame 'models to 
improve the scheme of Man's existence, and recast the world'.
The dethronement of Saturn by Jupiter, of Oceanus by Neptune, 
and of Hyperion by Apollo embodies, as we have seen, his view 
of progress; and the deification of Apollo symbolizes the poet's 
search for wisdom.
Keats' denunciation of the dreamer is reminiscent of 
Wordsworth. Wordsworth has seen Peele Castle in fair weather; 
and now when he sees a ,picture of it painted by Beaumont in a 
storm, it occurs to him that, if he were the painter, -Ww he
would falsify everything and depict it as he would conceive of
it in a dream:
if mine had been the painter's hand.
To express what then I saw; and add the gleam.
The light that never was, on sea or land.
The consecration, and the Poet's dream;
I would have planted thee, thou hoary pile
Amid a world how different from this!-
Beside a sea that could not cease to smile ;
On tranquil land, beneath a sky of bliss.*
Then he chides himself for hib own illusion; reality must be faced:
* Elegiac Stanzas, 13-20.
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Farewell, farewell the heart that lives alone,
Housed in a dream, at distance from the Kind!
Such happiness, wherever it be known.
Is to be pitied; for *tis surely blind.*
In like manner Keats chides himself:
Thou art a dreaming thing;
A fever of thyself —  think of the Earth,**
The distinction Keats makes between the poet and the 
dreamer naturally recalls Wordsworth, and further sums up his 
attitude to poetry.
The poet and the dreamer are distinct,
Diverse, sheer opposite, antipodes.
The one pours out a balm upon the world.
The other vexes it.***
It may have been noticed that Keats appears to be not quite 
consistent in the use of the words ’dream* and 'dreamer*. In 
the introductory passage 'fanatics' and 'savages' as well as 
poets are all classed as dreamers, or those who tell dreams. 
But now Keats makes a distinction between the dreamer and the 
poet. For Keats there are really two classes of dreamers: 
the weak dreamers and 'no dreamers weak'. He says that those
* Ibid., 53-6.
** The Fall of Hyperion, I, I68-9 .
*** Ibid. , I, 199-202.
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(i.e. those poets) —
Who love their fellows even to the death;
Who feel the giant agony of the world;
And more, like slaves to poor humanity.
Labour for mortal good ...
... are no dreamers weak.*
Poets are then 'no dreamers weak*; but 'fanatics' and 'savages' 
are weak dreamers. So when Keats distinguishes between ' : 
the poet and the dreamer, he . in fact distinguishes between 
'no dreamer weak' and the weak dreamer. This confusion arises 
probably from the fact that Wordsworth also uses these words 
'dream' and 'dreamer' for more than one thing and one person.
At one time Wordsworth calls Poesy and philosophy dreamers 
of a kindred stock; and at another time he bids farewell to 
dreams as illusions without bidding farewell, however, to Poesy.
The truth is that for Wordsworth there are also two classes of 
dreamers: Poesy is 'no dreamer weak', but philosophy is a weak 
dreamer, or 'a dreamer yet more spiritless and dull'.
Therefore, Keats' view of poets as 'no dreamers weak*, who 
'love their fellows even to the death; who feel the giant agony 
of the world; and more, like slaves to poor humanity, labour for 
mortal good', or who are 'sages; humanists, physicians to all men', 
or who 'pour out a balm upon the world' corresponds to Wordsworth's
* Ibid. , I, 156-62.
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view of Poesy as a dreeLiner who frames ’models to improve the 
scheme of Man’s existence, and recast the world’. On the other 
hand, Keats’ view of ’fanatics’ and ’savages’ and ’dreamers’ 
as weak dreamers who ’weave a paradise for a sect*, or who 
’guess at heaven’, or who ’vex’ the world corresponds to 
Wordsworth's view of ’theoretic fancies’ and philosophy as 
’dreamers yet more spiritless and dull’.
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KEA5?S a n d COLERIDGE
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Keats and Coleridge are sometimes represented as opposites. 
Temperamentally they are undoubtedly quite different. Ha^litt 
describes Coleridge’s mind as ’tangential’, and I cannot find 
a more suitable word for it; indeed ’there is no subject on 
which he has not touched, none on which he has rested’.*
Coleridge is ’a general lover of art and science, and wedded to 
no one in particular’. Contrasted with this trait in Coleridge’s 
character is Keats’ single-mindedness in his dedication to 
poetry. Even in his student days at Guy’s Hospital, as his 
fellow-student Henry Stephens recollects, already ’poetry was to 
his mind the zenith of all his aspirations: the only thing worthy 
the attention of superior minds’.**
Hazlitt in another memorable passage also mentions Coleridge’s 
wandering habit as a result of his lack of will: ’It might seem 
that the genius of his face as from a height surveyed and 
projected him (with sufficient capacity and huge aspiration) 
into the world unknown of thought and imagination, with nothing 
to support or guide his veering purpose, as if Columbus had 
launched his adventurous course for the New World in a scallop,
* Hazlitt, ’Mr. Coleridge’ in The Spirit of the Age.
** Cf. Colvin, op.cit. , p.51.
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without oars or compass.** De Quincey confirms this as he says 
that ’Coleridge, to many people, and often I have heard the 
complaint, seemed to wander; and he seemed then to wander the 
most when, in fact, his resistance to the wandering instinct was 
greatest’.** Such a habit, again, was alien to Keats.
The most marked temperamental difference, however, is 
perhaps found in such titles as Keats’ To Hope and Coleridge’s 
Dejection; An Ode. This is: .no place to investigate the
causes of Coleridge’s loss of joy and hope. Ill health, 
frustrated ambitions and domestic discord were enough to weigh 
him down. The content of Dejection is too familiar for me to 
repeat. But his Ode to the Rain is perhaps not so well-known, 
and it is there that Coleridge mourns the world as a ’vale of 
tears’ —  an attitude rejected by Keats. Coleridge addresses 
the rain in these words:
You know, if you know aught, that we.
Both night and day, but ill agree;
For days and months, and almost years,
Have limped on through this vale of tears,
Since body of mine, and rainy weather.
Have lived on easy terms together.***
* Hazlitt, My First Acquaintance with poets.
** De Quincey, Recollections of the Lake poets.
*** An Ode to the Rain, 17-22.
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Such an attitude hardly appealed to Keats. Though Keats could 
say that ’the world is full of Misery and Heartbreak, pain,
Sickness and oppression’ , at the same time he was courageous 
enough to believe that a world of pains and troubles was necessary 
’to school an Intelligence and make it a Soul’.*-. I think he 
had Coleridge in mind when he rejected the ’vale of tears’ attitude 
in the following:
The common cognomen of this world among the misguided 
and superstitious is ’a vale of tears’ from which we are to be 
redeemed by a certain arbitary interposition of God and taken 
to Heaven -- What a little circumscribed straightened notionl**
Then follows the famous passage on the world as ’The vale of 
Soul-making’• Keats was probably not in a position to sympathize 
with Coleridge, whom, as recorded, he met but once, and of whose 
personal life he seemed to have little knowledge. Nevertheless, 
this is only temperamental difference; it does not necessarily 
follow that they are entirely poetical opposites, as I hope to 
show. In the mean time let us turn to examine Keats’ charge of 
Coleridge’s lack of negative capability, because that is another 
reason, perhaps a more important one, for people to think of them 
as poetical opposites.
* Letter to George and Georgiana Keats, 14 Feb.-5 May I8I9.
** Ibid.
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Barbara Hardy* has demonstrated how Coleridge knew, as 
much as Keats did, of the different activities assigned to 
the intellect and emotion. In a notebook of 1805 Coleridge 
wrote of the wisdom of passiveness: ’A Time will come when 
passiveness will attain the dignity of worthy activity, when 
men shall be as proud within themselves of having remained in 
a state of deep tranquil emotion, whether in reading or in 
hearing or in looking as they now are in having figured away 
for an hour. Ohl how few can transmute activity of mind into 
emotion* Yet these are as active as the stirring tempest and 
playful as the may-blossoms in a breeze of May, who can yet for 
hours together remain with hearts broad awake, and the understanding 
asleep in all but its retentiveness and receptivity. Yea, and 
(in) in the latter (state of mind) evince as great genius as in 
the former.* All this talk of passiveness and receptivity recalls 
a passage in Keats’ letter to Reynolds of 19 February 1818: ’Now 
it is more noble to sit like Jove than to fly like Mercury —  
let us not therefore go hurrying about and collecting honey, 
bee-like buzzing here and there impatiently from a knowledge of 
what is to be aimed at; but let us open our leaves like a flower 
and be passive and receptive -- budding patiently under the eye 
of Apollo and taking hints from every noble insect that favours
* B. Hardy, ’Keats, Coleridge and Negative Capability’, Notes 
and Queries, July 1952.
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us with a visit —  sap will he given us for meat and dew for 
drink.*
What Coleridge thought of Shakespeare, it is interesting 
to know, is also close to Keats' idea of him as the supreme 
example of negative capability. In Tomalin’s report of Coleridge's 
Fourth Lecture of 1811-2 there is a passage on the difference 
between Shakespeare and Milton: 'Shakespeare became all things 
well into which he infused himself, while all forms, all things 
became Milton -- the poet ever present to our minds and more 
than gratifying us for the loss of the distinct individuality of 
what he represents.' This is a parallel to the distinction 
Keats made between Shakespeare and Wordsworth. It is unlikely 
that Keats had access to Coleridge's Lectures; yet significantly 
Coleridge was really at one with Keats about negative capability.
The crux of the matter, I think, is that when Keats cited 
Coleridge as one not 'capable of being in uncertainties, mysteries, 
doubts, without any irritable reaching after fact and reason', 
he was really thinking of the Coleridge of Biographia Literaria, 
a review of which by Hazlitt had appeared in The Edinburgh Review 
for August 1817, four months before. Hazlitt sharply criticized 
Coleridge's metaphysics as 'a dead weight on the wings of his 
imagination'. Coleridge certainly wrote no poetry of great merit
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i n  h i s  l a t e r  y e a r s .  L i k e  H a z l i t t  K e a t s  w a s  t h e n  r e a l l y  l a m e n t i n g  
t h e  f a c t  t h a t  C o l e r i d g e ,  i n s t e a d  o f  c a r r y i n g  o n  h i s  p o e t i c a l  
c o m p o s i t i o n s ,  h a d  t u r n e d  t o  m e d d l e  w i t h  m e t a p h y s i c s .  A s  f a r  a s  
p o e t r y  i s  c o n c e r n e d  C o l e r i d g e  i s  o b v i o u s l y  c a p a b l e  o f  b e i n g  i n  
u n c e r t a i n t i e s ,  m y s t e r i e s ,  d o u b t s ,  w i t h o u t  a n y  i r r i t a b l e  r e a c h i n g  
a f t e r  f a c t  a n d  r e a s o n .  A r e  T h e  A n c i e n t  M a r i n e r ,  C h r i s t a b e l  a n d  
K u b l a  K h a n  n o t  t h e m s e l v e s  u n c e r t a i n t i e s ,  m y s t e r i e s  a n d  d o u b t s ,  
b a s e d  n o t  o n  f a c t  a n d  r e a s o n ,  b u t  o n  f a n c y  a n d  i m a g i n a t i o n ?
A n d  d o e s  C o l e r i d g e  h i m s e l f  n o t  a s k  f o r  ' t h a t  w i l l i n g  s u s p e n s i o n  
o f  d i s b e l i e f  f o r  t h e  m o m e n t ,  w h i c h  c o n s t i t u t e s  p o e t i c  f a i t h ' ?
T h e n ,  p e r h a p s ,  t h e r e  e x i s t s  b e t w e e n  C o l e r i d g e  a n d  K e a t s  a  
k i n d  o f  p o e t i c  k i n s h i p  w h i c h  h a s  n o t  b e e n  p r o p e r l y  r e c o g n i z e d .
The fact is that Keats did read Coleridge. In his letter to 
Bailey of 28-50 October 1817 there is reference to 'Coleridge's 
Lays', which are probably the two ' L a y  Sermons' published in 1816 
and 1817.* Next month, in November 1817, Keats asked the Dilkes 
to send him a copy of Coleridge's Sibylline Leaves; 'Mrs Dilke or 
Mr Wm Dilke whoever of you shall receive this present have the 
kindness to send pr Bearer "Sybilline Leaves" fsic] and your 
petitioner shall ever pray as in duty bound.» Keats knew Christabel 
well. In his essay on Kean in The Champion for 21st December 1817
*  B o t h  F o r m a n  a n d  R o l l i n s  i n  t h e i r  e d i t i o n s  o f  K e a t s '  l e t t e r s  
n o t e  t h i s  p r o b a b i l i t y .
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he quoted the line, »A sight to dream of, not to tell;' (slightly 
modified) from Coleridge's poem. Then in his letter to Reynolds 
of 11-15 July 1818 from Mayhole he again alluded to the poem in 
his description of the man at Burns* Cottage: 'The Man at the 
Cottage was a great Bore with his Anecdotes -- I hate the Rascal ...
—  He drinks glasses five for the Quarter and twelve for the hour
The last sentence recalls this line in Coleridge's poem:
Four for the quarters, and twelve for the hour.*
Some other verbal reminiscences have also been pointed out by 
commentators.**
I shall not here repeat these reminiscences: there may also 
be some others which do not seem to hâve been noticed. For 
instance, Keats' lines on Burns —
Great shadow, hide
Thy face,***
—  recall Coleridge's thought on the same poet:
Is thy Burns dead?
»  #  # # #  #  #
Ghost of Maecenas! hide thy blushing face! ****
* Christabel, 10. Both Forman and Rollins note the similarity.
** Cf. de Selincourt, pp. 458, 447, 461, 467, 469, 474, 5&5, 575*
*** On Visiting the Tomb of Burns, 15-4.
**** To a Friend, 17-25-
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This line in Endymion, with 'honey-dew*, —
One kiss brings honey-dew from buried days,*
—  is reminiscent of the following line in Kubla Khan;
For he on honey-dew hath fed.
And Coleridge's association of the glow-worm with love in these 
lines, —
many a glow-worm in the shade 
Lights up her love-torch,**
—  may also have suggested this image of Keats' :
Or Vesper, amorous glow-worm of the sky.***
Such reminiscences are not without significance, but there 
are other aspects of Coleridge's poetry which appeal to Keats.
Hazlitt in his 'Lecture on the Living Poets' did not rate Coleridge's 
poetry as high as it deserved, for he found little to recommend, 
except The Ancient Mariner, the description of the quarrel between 
Sir Leoline and Lord Roland de Vaux of Tryermainë in Christabel, 
a sonnet to Schiller, and his Fire, Famine, and Slaughter, a War 
Eclogue, which he praised as 'an effusion of high poetical
* Endymion, II, 7*
** The Nightingale, 68-9 .
*** Ode to Psyche, 27.
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e n t h u s i a s m ,  a n d  s t r o n g  p o l i t i c a l  f e e l i n g ' .  K e a t s ,  w h o  a t t e n d e d  
s o m e  o f  H a z l i t t ' s  L e c t u r e s  a n d  p o s s e s s e d  a  c o p y  o f  t h e m  w h e n  
t h e y  w e r e  p u b l i s h e d  i n  1 8 1 8 ,  m u s t  h a v e  b e e n  i m p r e s s e d  b y  h i s
p r a i s e  o f  C o l e r i d g e ' s  E c l o g u e ,  f o r  h i s  S o n g  o f  F o u r  F a i r i e s ,
F i r e ,  A i r ,  E a r t h ,  a n d  W a t e r  a p p e a r s  t o  b e  m o d e l l e d  o n  i t .  T h e  
S o n g ,  l i k e  t h e  E c l o g u e ,  i s  a  d i a l o g u e  w r i t t e n  i n  l o o s e  f o u r - s t r e s s  
c o u p l e t s .  T h e y  p a r t i c u l a r l y  r e s e m b l e  e a c h  o t h e r  i n  t h e  w a y  e a c h  
o f  t h e  e l e m e n t s  s t a t e s  i t s  o w n  n a t u r e .  F i r e ,  p e r s o n i f i e d  i n  
C o l e r i d g e ' s  E c l o g u e  ,  t h u s  d e s c r i b e s  h e r s e l f :
S i s t e r s !  I  f r o m  I r e l a n d  c a m e !
H e d g e  a n d  c o r n - f i e l d s  a l l  o n  f l a m e ,
I  t r i u m p h ' d  o ' e r  t h e  s e t t i n g  s u n !
A n d  a l l  t h e  w h i l e  t h e  w o r k  w a s  d o n e ,
O n  a s  I  s t r o d e  w i t h  m y  h u g e  s t r i d e s ,
I  f l u n g  b a c k  m y  h e a d  a n d  I  h e l d  m y  s i d e s .
I t  w a s  s o  r a r e  a  p i e c e  o f  f u n
T o  s e e  t h e  s w e l t e r e d  c a t t l e  r u n
W i t h  u n c o u t h  g a l l o p  t h r o u g h  t h e  n i g h t ,
S c a r e d  b y  t h e  r e d  a n d  n o i s y  l i g h t !
B y  t h e  l i g h t  o f  h i s  o w n  b l a z i n g  c o t  
W a s  m a n y  a  n a k e d  R e b e l  s h o t :
T h e  h o u s e - s t r e a m  m e t  t h e  g l a m e  a n d  h i s s e d .
W h i l e  c r a s h !  f e l l  i n  t h e  r o o f ,  I  w i s t .
O n  s o m e  o f  t h o s e  o l d  b e d - r i d  n u r s e s .
T h a t  d e a l  i n  d i s c o n t e n t  & a d  c u r s e s .
S a l a m a n d e r ,  i n  K e a t s '  S o n g ,  s i m i l a r l y  g i v e s  a n  a c c o u n t  o f  h e r s e l f :
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H a p p y ,  h a p p y  g l o w i n g  f i r e :
D a z z l i n g  b o w e r s  o f  s o f t  r e t i r e ,
E v e r  l e t  m y  n o u r i s h ' d  w i n g .
L i k e  a  b a t ' s ,  s t i l l  w a n d e r i n g .
F a i n t l y  f a n  y o u r  f i e r y  s p a c e s .
S p i r i t  s o l e  i n  d e a d l y  p l a c e s .
I n  u n h a u n t e d  r o a r  a n d  b l a z e ,
O p e n  e y e s  t h a t  n e v e r  d a z e ,
L e t  m e  s e e  t h e  m y r i a d  s h a p e s
O f  m e n ,  a n d  b e a s t s ,  a n d  f i s h ,  a n d  a p e s ,
P o r t r a y ' d  i n  m a n y  a  f i e r y  d e n .
A n d  w r o u g h t  b y  s p u m y  b i t u m e n .
O n  t h e  d e e p  i n t e n s e r  r o o f .
A r c h e d  e v e r y  w a y  a l o o f .
L e t  m e  b r e a t h e  u p o n  t h e i r  s k i e s .
A n d  a n g e r  t h e i r  l i v e  t a p e s t r i e s ;
F r e e  f r o m  c o l d ,  a n d  e v e r y  c a r e ,
O f  c h i l l y  r a i n ,  a n d  s h i v e r i n g  a i r .
T h o u g h  t h e  t w o  p o e m s  r e s e m b l e  e a c h  o t h e r  i n  f o r m ,  t h e r ë ^ s  l i t t l e  
i n  c o m m o n  i n  s p i r i t .  C o l e r i d g e  t r e a t s  f i r e ,  f a m i n e  a n d  s l a u g h t e r  
a s  t h e  e n e m i e s  o f  m a n ;  w h e r e a s  K e a t s  i s  c o n t e n t  t o  l o o k  u p o n  t h e  
f o u r  e l e m e n t s  a s  f a i r i e s  w h o ,  g o i n g  a b o u t  t h e i r  o w n  b u s i n e s s  i n  
n a t u r e ,  a r e  n o t  r e a l l y  c o n c e r n e d  w i t h  m a n .
T h e  r e l a t i o n s h i p  b e t w e e n  K e a t s  a n d  C o l e r i d g e ,  h o w e v e r ,  i s  
p e r h a p s  m o r e  i n t i m a t e  a n d  s u b t l e  t h a n  w h a t  w e  h a v e  j u s t  s e e n .
T o  s e e  i t  i n  i t s  p r o p e r  l i g h t  o n e  m u s t  t a k e  l e a v e  o f  m o d e r n
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scholarship and criticism for the moment. Keats read Coleridge's 
poems like most people of his time. Christabel , for instance, 
was to him as to others a fragment: he probably could not benefit 
from Gillman's moral interpretation of its story as partly founded 
on the notion that the virtuous of this world save the wicked, 
for the pious and good Christabel who suffers and prays for the 
weal of her lover eventually defeats the power of evil represented 
in the person of Geraldine.* Nor was Keats gifted with such 
great insight as to anticipate the symbolist or Freudian or Jungian 
interpretations of Coleridge by such twentieth-century critics 
as Maud Bodkin,** Wilson Knight,*** Kenneth Burke,**** Robert Penn 
Warren,***** E.M.W.Tillyard, ****** Humphry House,******* and 
others. He missed Griggs' edition of Coleridge's letters and 
Kathleen Coburn's edition of his notebooks. In short, we must 
put Coleridge back in Keats' time, to see how people read his 
poems as they were published, certainly with greater ignorance, 
but perhaps with less sophistication. A truer picture of Keats'
* Cf. J.Gillman, The Life of Samuel Taylor Coleridge, 1838,
p.283.
** M. Bodkin, Archetypal patterns in Poetry, 1934.
*** Wilson Knight, The Starlit Dome, 1941.
**** K. Burke, The philosophy of Literary Form, 1941.
***** Penn Warren, The Ancient Mariner, 1946.
****** E.M.W.Tillyard, Five Poems 1470-1870, 1948.
******* H. House, Coleridge, 1933.
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r e l a t i o n s h i p  w i t h  C o l e r i d g e  m a y  t h e n ,  I  h o p e ,  h e  b r o u g h t  o u t .
C o n t e m p o r a r y  c r i t i c i s m  o f  C o l e r i d g e ' s  m a j o r  p o e t r y ,  w h i c h  
i n c l u d e s  T h e  A n c i e n t  M a r i n e r ,  C h r i s t a b e l  a n d  K u b l a  K h a n ,  r e p r e s e n t s  
a  d i r e c t  c o n t r a s t  t o  t w e n t i e t h - c e n t u r y  c r i t i c i s m  i n  i t s  t o t a l  
a b s e n c e  o f  a l l e g o r i c a l  o r  s y m b o l i c a l  a p p r o a c h .  S o u t h e y ' s  c r i t i c i s m  
o f  T h e  A n c i e n t  M a r i n e r  a s  ' a  D u t c h  a t t e m p t  a t  G e r m a n  s u b l i m i t y '  
i n  T h e  C r i t i c a l  R e v i e w *  m a y  b e  d i s m i s s e d  a s  t h e  w o r k  o f  r e v e n g e  
o n  C o l e r i d g e  f o r  t h e  N e h e m i a h  H i g g i n b o t h a m  s o n n e t s .  Y e t  i n  t h e  
s a m e  r e v i e w  S o u t h e y ' s  c r i t i c i s m  o f  m a n y  o f  t h e  s t a n z a s  a s  ' a b s u r d  
o r  u n i n t e l l i g i b l e '  r e a l l y  s t r u c k  t h e  n o t e  o f  s o m #  l a t e r  r e v i e w s .
T h e  n e x t  y e a r  T h e  M o n t h l y  R e v i e w  d w e l l e d  o n  t h e  s a m e  t h e m e  o f  
a b s u r d i t y  a n d  u n i n t e l l i g i b i l i t y .  W h i l e  t h e  p o e t i c a l  q u a l i t y  o f  
t h e  p o e m  w a s  a l l o w e d ,  i t  w a s  d e s c r i b e d  a s  ' a  r h a p s o d y  o f  u n i n t e l ­
l i g i b l e  w i l d n e s s  a n d  i n c o h e r e n c e ' . * *  E v e n  W o r d s w o r t h  h a d  t h i s  
t o  s a y :  ' T h e  P o e m  o f  m y  F r i e n d  h a s  i n d e e d  g r e a t  d e f e c t s ;  f i r s t ,  
t h a t  t h e  p r i n c i p a l  p e r s o n  h a s  n o  d i s t i n c t  c h a r a c t e r ,  e i t h e r  i n  
h i s  p r o f e s s i o n  o f  M a r i n e r ,  o r  a s  a  h u m a n  b e i n g  w h o  h a v i n g  b e e n  
l o n g  u n d e r  t h e  c o n t r o / 1  o f  s u p e r n a t u r a l  i m p r e s s i o n s  m i g h t  b e  
s u p p o s e d  h i m s e l f  t o  p a r t a k e  o f  s o m e t h i n g  s u p e r n a t u r a l :  s e c o n d l y ,  
t h a t  h e  d o e s  n o t  a c t ,  b u t  i s  c o n s t a n t l y  a c t e d  u p o n :  t h i r d l y ,  t h a t  
t h e  e v e n t s  h a v i n g  n o  n e c e s s a r y  c o n n e c t i o n  d o  n o t  p r o d u c e  e a c h  o t h e r ;
*  T h e  C r i t i c a l  R e v i e w ,  X X I V ,  O c t o b e r  1798.
* *  T h e  M o n t h l y  R e v i e w ,  X X I X ,  J u n e  1799.
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and lastly, that the imagery is somewhat too laboriously 
accumulated.'* It is true that Lamb in his letter to Wordsworth 
 ^ objected to the first^criticisms;** however, he passed by the
third one, namely, 'the events having no necessary connection do 
not produce each other' , which is but ^ polite version of the same 
charge of absurdity and unintelligibility.
Coleridge seems to have tacitly admitted the justness of 
Wordsworth's criticism when, in the 1800 edition of the Lyrical 
Ballads, The Ancient Mariner is given the sub-title of 'A Poet's 
Reverie': it is as a dream that it should be read.*** More 
favourable notices also pointed out its dreamlike quality.
Hazlitt, in his 'Lecture on the Living poets', where he recommended 
the poem as Coleridge's most remarkable performance, said that 
'in it he seems to "conceive of poetry but as a drunken dream, 
reckless, careless, and heedless, of past, present, and to come."»
* Note to the 1800 edition of the Lyrical Ballads , Vol.I, 
unnumbered page after the text.
** Lamb, Works (ed. Lucas), VI, 209.
*** Lamb again protested: 'I am sorry that Coleridge has christened 
his Ancient Marinere 'a poet's Reverie' —  it is as bad as Bottom 
the Weaver's declaration that he is not a Lion but only the 
scenical representation of a Lion. What new idea is gained by 
this Title, but one subversive of all credit, which the tale 
should force upon us, of its truth?' The fact however remains 
that Coleridge did employ this sub-title.
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B l a c k w o o d *  s  a r t i c l e  o n  C o l e r i d g e  a l s o  f o u n d  t h e  p o e m  a  ' m a j e s t i c  
d r e a m ' ,  a  ' l o v e l y  d r e a m ' ;
T h e  l o n g e s t  p o e m  i n  t h e  c o l l e c t i o n  o f  t h e  S i b y l l i n e  L e a v e s ,  
i s  t h e  R i m e  o f  t h e  A n c i e n t  M a r i n e r  —  a n d  t o  o u r  f e e l i n g ,  i t  
i s  b y  f a r  t h e  m o s t  w o n d e r f u l  a l s o  —  t h e  m o s t  o r i g i n a l  —  a n d  
t h e  m o s t  t o u c h i n g  o f  a l l  t h e  p r o d u c t i o n s  o f  i t s  a u t h o r  
T o  s p e a k  o f  i t  a t  a l l  i s  e x t r e m e l y  d i f f i c u l t ;  a b o v e  a l l  t h e  
p o e m s  w i t h  w h i c h  w e  a r e  a c q u a i n t e d  i n  a n y  l a n g u a g e  —  i t  i s  a  
p o e m  t o  b e  f e l t  —  c h e r i s h e d  —  n u r s e d  u p o n  —  n o t  t o  b e  t a l k e d  
a b o u t  —  n o t  c a p a b l e  o f  b e i n g  d e s c r i b e d  —  a n a l y z e d  —  o r  c r i t i c i s e d .  
I t  i s  t h e  w i l d e s t  o f  a l l  t h e  c r e a t i o n s  o f  g e n i u s  —  i t  i s  n o t  l i k e  
a  t h i n g  o f  t h e  l i v i n g ,  l i s t e n i n g ,  m o v i n g  w o r l d  —  t h e  v e r y  m u s i c  
o f  i t s  w o r d s  i s  l i k e  t h e  m e l a n c h o l y  m y s t e r i o u s  b r e a t h  o f  s o m e t h i n g  
s u n g  t o  t h e  s l e e p i n g  e a r  —  i t s  i m a g e s  h a v e  t h e  b e a u t y  —  t h e  
g r a n d e u r  —  t h e  i n c o h e r e n c e  o f  s o m e  m i g h t y  v i s i o n .  T h e  l o v e l i n e s s  
a n d  t h e  t e r r o r  g l i d e  b e f o r e  u s  i n  t u r n s  w i t h ,  a t  o n e  m o m e n t ,  
t h e  a w f u l  s h a d o w y  d i m n e s s  —  a t  a n o t h e r ,  t h e  y e t  m o r e  a w f u l  
d i s t i n c t n e s s  o f  a  m a j e s t i c  d r e a m .
W e  h a v e  n o  d i f f i c u l t y  i n  c o n f e s s i n g ,  t h a t  t h e  i d e a s  o n  w h i c h  
t h e  i n t e n t  o f  t h i s  p o e m  h i n g e s ,  a n d  w h i c h  t o  u s  s e e m  t o  p o s s e s s  
a l l  b e a u t y  a n d  p a t h o s ,  ( r e f e r r i n g  t o  t h e  s h o o t i n g  o f  t h e  a l b a t r o s s )  
m a y ,  a f t e r  a l l ,  h a v e  b e e n  s e l e c t e d  b y  t h e  p o e t  w i t h  a  t o o  g r e a t  
n e g l e c t  o f  t h e  o r d i n a r y  s y m p a t h i e s .  B u t  i f  a n y  o n e  w i l l  s u b m i t  
h i m s e l f  t o  t h e  m a g i c  t h a t  i s  a r o u n d  h i m ,  a n d  s u f f e r  h i s  s e n s e s  
a n d  h i s  i m a g i n a t i o n  t o  b e  b l e n d e d  t o g e t h e r ,  a n d  e x a l t e d  b y  t h e  
m e l o d y  o f  t h e  c h a r m e d  w o r d s ,  a n d  t h e  s p l e n d o u r  o f  t h e  u n n a t u r a l  
a p p a r i t i o n s  w i t h  w h i c h  t h e  m y s t e r i o u s  s c e n e  i s  o p e n e d ,  s u r e l y  h e
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will experience no revulsion toward the centre and spirit of 
this lovely dream.
As it is, the effect of the wild wandering magnificence of 
imagination in the details of the dream-like story is a thing 
that cannot be forgotten. It is as if we had seen real spectres, 
and were for ever to be haunted.*
I have quoted Lockhart's article at some length to show that 
the labelling of the poem as a dream was not the critic's whim 
of a moment, but his considered judgment.
It then appears that Coleridge's contemporaries -- also 
those of Keats —  agreed on the dreamlike quality of The Ancient 
Mariner. Those brought up in the eighteenth-century tradition 
were not accustomed to this novelty and thought it either absurd 
or unintelligible; whereas those who welcomed it recognized in 
it a majestic dream bringing fresh stimulus into English poetry.
If they already found Coleridge a dream-poet, then the publication 
of Christabel and Kubla Kheui, in which the connections between 
event and event are even less visible than in their predecessor, 
further proved the validity of their conclusion. The British 
Review for August 1816, which prefixed to its notice Byron's 
applauding sentence on Christabel, 'That wild and singularly 
original and beautiful poem', would have nothing to do with dream-
* Blackwood * s Magazine, VI, 3-12.
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poems: 'That the poem of Christabel is wild and singulat cannot 
be denied, and if this be not eulogy sufficient,let it be allowed 
to be original; for there is a land of dreams with which poets 
hold an unrestricted commerce, and where they may load their 
imaginations with whatever strange products they find in the 
country; and if we are content with the raw material, there is 
no end to the varieties of chaotic originalities which may be 
brought away from this fantastic region.' It emphasized the 
rights of commen sense and demanded, as against this dreamlike 
quality, a stricter observance of real life: 'there must be 
something to connect these visionary forms with the realities 
of existence , to gain them a momentary credence by the aid of 
harmonizing occurrences, to mix them up with the interest of 
some great event, or to borrow for them a colour of probability 
from the surrounding scene.'
The Critical Review for May 1816, on the other hand, found 
the dreamlike quality of the poem a virtue, and lauded the poet's 
effort to free the imagination by throwing away mere physical 
probability. It called Christabel 'one of those dreamlike productions 
whose charm partly consisted in the undefined obscurity of the 
conclusion —  what that conclusion may be, no person who reads 
the commencement will be at all able to appreciate', and continued:
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'The reader, before he opens the poem, must be prepared to allow 
for the stuperstitions |*sio ] of necromancy and sorcery, and to 
expect something of the glorious and unbounded range which the 
belief in those mysterious permits; the absurd trammels of mere 
physical probability are here thrown aside, like the absurd 
swaddling clothes of infants, which formerly obstructed the 
growth of the fair symmetry of nature.'
Kubla Khan was clearly a dream-poem to the contemporaries 
of Coleridge and Keats. It bears the sub-title of 'A Vision 
in a Dream*. And in his Introduction to it Coleridge himself 
explains how it was composed in a sleep caused by the effects 
of an anodyne. Leigh Hunt in his 'Sketches of the Living poets* 
in The Examiner for 21st October 1821 describes Kubla Khan as 
*a voice and a vision, an everlasting tune in our mouths, a dream 
fit for Cambuscan and all his poets, a dance of pictures such as 
Giotto or Cimabue, revived and re-inspired, would have made for 
a Storie of Old Tartarie, a piece of the invisible world made 
visible by a sun at midnight and sliding before our eyes*.
It is not my desire to establish Coleridge as a great 
dreamer, though it cannot be denied that he has a dreamy streak 
in him. He himself traces, with his characteristically analytical 
bent, the formation of this aspect of his character to his parents* 
fondness for him, his dislike of boyish sports and his habit of
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r e a d i n g :  * M y  F a t h e r  w a s  v e r y  f o n d  o f  m e ,  a n d  I w a s  m y  m o t h e r ' s  
d a r l i n g  —  i n  c o n s e q u e n c e ,  I w a s  v e r y  m i s e r a b l e .  F o r  M o l l y ,  w h o  
h a d  n u r s e d  m y  B r o t h e r  F r a n c i s ,  a n d  w a s  i m m o d e r a t e l y  f o n d  o f  h i m ,  
h a t e d  m e  b e c a u s e  m y  m o t h e r  t o o k  m o r e  n o t i c e  o f  m e  t h a n  o f  F r a n k  
—  a n d  F r a n k  h a t e d  m e  b e c a u s e  m y  m o t h e r  g a v e  m e  n o w  &  t h e n  a  b i t  
o f  c a k e ,  w h e n  h e  h a d  n o n e  —  q u i t e  f o r g e t t i n g  t h a t  f o r  o n e  b i t  
o f  c a k e  w h i c h  I h a d  &  h e  h a d  n o t ,  h e  h a d  t w e n t y  s o p s  i n  t h e  p a n  
&  p i e c e s  o f  b r e a d  a n d  b u t t e r  w i t h  s u g a r  o n  t h e m  f r o m  M o l l y ,  f r o m  
w h o m  I r e c e i v e d  o n l y  t h u m p s  &  i l l  n a m e s .  —  S o  I  b e c a m e  f r e t f u l ,  
&  t i m o r o u s ,  &  a  t e l l - t a l e  —  &  t h e  S c h o o l - b o y s  d r o v e  m e  f r o m  
p l a y ,  &  w e r e  a l w a y s  t o r m e n t i n g  m e  —  &  h e n c e  I t o o k  n o  p l e a s u r e  
i n  b o y i s h  s p o r t s  —  b u t  r e a d  i n c e s s a n t l y .  M y  F a t h e r ' s  S i s t e r  
k e p t  a n  e v e r y - t h i n g  S h o p  a t  C r e d i t o r  - -  a n d  t h e r e  I r e a d  t h r o *  a l l  
t h e  g i l t - c o v e r  l i t t l e  b o o k s  t h a t  c o u l d  b e  h a d  a t  t h a t  t i m e ,  &  
l i k e w i s e  a l l  t h e  u n c o v e r e d  t a l e s  o f  T o m  H i c k a t h r i f t ,  J a c k  t h e  
G i a n t - k i l l e r  & c  &  & c  & c  — / —  a n d  I u s e d  t o  l i e  b y  t h e  w a l l ,  a n d  
m o p e  —  a n d  m y  s p i r i t s  u s e d  t o  c o m e  u p o n  m e  s u d d e n l y ,  &  i n  a  f l o o d  
- -  &  t h e n  I w a s  a c c u s t o m e d  t o  r u n  u p  a n d  d o w n  t h e  c h u r c h - y a r d ,  a n d  
a c t  o v e r  a l l  I h a d  b e e n  r e a d i n g  o n  t h e  d o c k s ,  t h e  n e t t l e s ,  a n d  
t h e  r a n k - g r a s s .  - -  A t  s i x  y e a r s  o l d  I  r e m e m b e r  t o  h a v e  r e a d  
B e l i s a r i u s ,  R o b i n s o n  C r u s o e ,  &  P h i l i p  Q u a r l e  [ Q u a r l l ]  —  a n d  
t h e n  I f o u n d  t h e  A r a b i a n  N i g h t s *  e n t e r t a i n m e n t s  - -  o n e  t a l e  o f  
w h i c h  ( t h e  t a l e  o f  a  m a n  w h o  w a s  c o m p e l l e d  t o  s e e k  f o r  a  p u r e
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V i r g i n )  m a d e  s o  d e e p  a n  i m p r e s s i o n  o n  m e  ( I  h a d  r e a d  i t  i n  t h e  
e v e n i n g  w h i l e  m y  m o t h e r  w a s  m e n d i n g  s t o c k i n g s ) t h a t  I  w a s  h a u n t e d  
b y  s p e c t r e s ,  w h e n e v e r  I  w a s  i n  t h e  d a r k  —  a n d  I  d i s t i n c t l y  
r e m e m b e r  t h e  a n x i o u s  &  f e a r f u l  e a g e r n e s s ,  w i t h  w h i c h  I  u s e d  t o  
w a t c h  t h e  w i n d o w ,  i n  w h i c h  t h e  b o o k s  l a y  —  &  w h e n e v e r  t h e  S u n  
l a y  u p o n  t h e m ,  I  w o u l d  s e i z e  i t ,  c a r r y  i t  b y  t h e  w a l l ,  &  b a s k ,
&  r e a d  —  M y  F a t h e r  f o u n d  o u t  t h e  e f f e c t ,  w h i c h  t h e s e  b o o k s  h a d  
p r o d u c e d  —  a n d l b u r n t  t h e m .  - -  S o  I  b e c a m e  a  d r e a m e r .  * *  W h e n  
D e  Q u i n c e y  w e n t  t o  B r i d g e w a t e r  i n  A u g u s t  1807 t o  m e e t  C o l e r i d g e  
f o r  t h e  f i r s t  t i m e ,  i t  w a s  i n  a  t r a n c e  t h a t  h e  f o u n d  t h e  o b j e c t  
o f  h i s  a d m i r a t i o n .  C o l e r i d g e  w a s  t h e n  s t a y i n g  w i t h  t h e  C h u b b s ,  a n d  
i t  w a s  a t  t h e i r  d o o r  t h a t  t h e  t w o  m e n  m e t .  D e  Q u i n c e y  r e c o r d s  
t h e  i n c i d e n t  t h u s ;  * I t  w a s  f r o m  t h e  p e c u l i a r  a p p e a r a n c e  o f  h a z e  
o r  d r e a m i n e s s  w h i c h  m i x e d  w i t h  t h e i r  l i g h t  t h a t  I  r e c o g n i z e d  m y  
o b j e c t .  T h i s  w a s  C o l e r i d g e .  I  e x a m i n e d  h i m  s t e a d f a s t l y  f o r  
a  m i n u t e  o r  t w o ;  a n d  i t  s t r u c k  m e  t h a t  h e  s a w  n e i t h e r  m y s e l f  n o r  
a n y  o t h e r  o b j e c t  i n  t h e  s t r e e t .  H e  w a s  i n  a  d e e p  r e v e r i e ;  f o r  
I  h a d  d i s m o u n t e d ,  m a d e  t w o  o r  t h r e e  t r i f l i n g  a r r a n g e m e n t s  a t  a n  
i n n - d o o r ,  a n d  a d v a n c e d  c l o s e  t o  h i m ,  b e f o r e  h e  h a d  a p p a r e n t l y  
b e c o m e  c o n s c i o u s  o f  m y  p r e s e n c e .  T h e  s o u n d  o f  m y  v o i c e ,  a n n o u n c i n g  
m y  o w n  n a m e ,  f i r s t  a w o k e  h i m ;  h e  s t a r t e d ,  a n d  f o r  a  m o m e n t  s e e m e d  a t
* Letter to Thomas Poole, October 9th, 1797* The underlined 
words are Coleridge's italics.
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a loss to understand my purpose or his own situation; for he 
repeated rapidly a number of words which had no relation to 
either of us. There was no mauvaise honte in his manner ; but 
simple perplexity, and an apparent difficulty in recovering his 
position amongst daylight realities.!*
Coleridge's dreaminess was perhaps as much from habit as 
from the effect of opium. Kubla Khan was obviously written 
under this effect. Even The Ancient Mariner, which Lowes** 
thinks to be free from it, probably also owes, as M.H.Abrams*** 
believes, some of its moments to opium. And Elizabeth Schneider,**** 
who has studied modern medical literature on that subject, confirms 
that since Coleridge was already a dreamer, the first euphoria 
of opium would encourage his dreams.
In Coleridge's critical work can also be detected a 
tendency to indulge in dreams. His review of Lewis' Monk in 
The Critical Review for February 1797 is already a precursor 
of the nature of his trio. The Ancient Mariner, Christabel and 
Kubla Khan, in his endorsement of physical wonders provided 
that human interest is preserved throughout. He criticizes 
the moral inconsistency in The Monk; 'The wisdom and goodness
* De Quincey, Reminiscences of the Lake Poets.
** J.L. Lowes, The Road to Xanadu, 1927, pp.418-25.
*** Cf. M.H.Abrams, The Milk of paradise, 1934.
**** Cf. E. Schneider, Coleridge, Opium and Kubla Khan, 1953*
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o f  p r o v i d e n c e  h a v e  o r d e r e d  t h a t  t h e  t e n d e n c y  o f  v i c i o u s  a c t i o n s  
t o  d e p r a v e  t h e  h e a r t  o f  t h e  p e r p e t r a t o r ,  s h o u l d  d i m i n i s h  i n  
p r o p o r t i o n  t o  t h e  g r e a t n e s s  o f  h i s  t e m p t a t i o n s .  N o w ,  i n  a d d i t i o n  
t o  c o n s t i t u t i o n a l  w a r m t h  a n d  i r r e s i s t i b l e  o p p o r t u n i t y ,  t h e  m o n k  
i s  i m p e l l e d  t o  i n c o n t i n e n c e  b y  f r i e n d s h i p ,  b y  c o m p a s s i o n ,  b y  
g r a t i t u d e ,  b y  a l l  t h a t  i s  a m i a b l e ,  a n d  a l l  t h a t  i s  e s t i m a b l e ;  
y e t  i n  a  f e w  w e e k s  a f t e r  h i s  f i r s t  f r a i l t y ,  t h e  m a n  w h o  h a d  b e e n  
d e s c r i b e d  a s  p o s s e s s i n g  m u c h  g e n e r a l  h u m a n i t y ,  a  k e e n  a n d  v i g o r o u s  
u n d e r s t a n d i n g ,  w i t h  h a b i t s  o f  t h e  m o s t  e x a l t e d  p i e t y ,  d e g e n e r a t e s  
i n t o  a n  u g l i e r  f i e n d  t h a n  t h e  g l o o m y  i m a g i n a t i o n  o f  D a n t e  w o u l d  
h a v e  v e n t u r e d  t o  p i c t u r e .  A g a i n ,  t h e  m o n k  i s  d e s c r i b e d  a s  
f e e l i n g  a n d  a c t i n g  u n d e r  t h e  i n f l u e n c e  o f  a n  a p p e t i t e  w h i c h  c o u l d  
n o t  c o - e x i s t  w i t h  h i s  o t h e r  e m o t i o n s . *  C o l e r i d g e  t h e n  s a y s ;
' T h e  r o m a n c e - w r i t e r  p o s s e s s e s  a n  u n l i m i t e d  p o w e r  o v e r  s i t u a t i o n s ;  
b u t  h e  m u s t  s c r u p u l o u s l y  m a d e  h i s  c h a r a c t e r s  a c t  i n  c o n g r u i t y  w i t h  
t h e m .  L e t  h i m  w o r k  p h y s i c a l  w o n d e r s  o n l y ,  a n d  w e  w i l l  b e  c o n t e n t  
t o  d r e a m  w i t h  h i m  f o r  a  w h i l e . ' *  H u m a n  i n t e r e s t  g i v e s  p h y s i c a l  
w o n d e r s  a n  a i r  o f  p r o b a b i l i t y ,  s o  t h a t  t h e  r e a d e r  i s  c o n t e n t  t o  
' d r e a m '  w i t h  t h e  a u t h o r  f o r  a  w h i l e .  C o l e r i d g e ' s  a c c o u n t  o f  
t h e  g e n e s i s  o f  t h e  L y r i c a l  B a l l a d s  ,  w h i c h  i n c l u d e s  t h e  g e n e s i s  o f  
T h e  A n c i e n t  M a r i n e r  a n d  C h r i s t a b e l ,  i s  i n t e r e s t i n g  f o r  i t s  p a r a l l e l  
v i e w  o f  t h e  r e l a t i o n s h i p  b e t w e e n  p h y s i c a l  w o n d e r s  a n d  h u m a n  i n t e r e s t
*  T h e  u n d e r l i n e d  w o r d s  a r e  C o l e r i d g e ' s  i t a l i c s .
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Wordsworth and Coleridge agreed to write two sets of poems.
For one set 'the incidents and agents were to he, in part at least, 
supernatural; and the excellence aimed at was to consist in the 
interesting of the affections by the dramatic truth of such 
emotions, as would naturally accompany such situations, supposing 
them real. And real in this sense they have been to every human
r
being who, from whatever sovjoe of delusion, has at any time 
believed himself under supernatural agency.' Such was Coleridge's 
part, for 'it was agreed, that my endeavours should be directed 
to persons and characters supernatural, or at least romantic; 
yet so as to transfer from; our inward nature a human interest 
and a semblance of truth sufficient to procure for these shadows 
of imagination that willing suspension of disbelief for the 
moment which constitutes poetic faith'.* Here, though Coleridge 
uses different phraseology, his meaning is Substantially the same 
as his review of Lewis' Monk.
Coleridge's own dreamlike quality is then no ordinary dream­
like quality: it is natural to the man, but is also deliberate, 
controlled, and has philosophical backing. Its human interest, 
through its adherence to emotional truth, is the means to procure
* Biographia Literaria, ed. Shawcross, II, 5-6.
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f o r  h i s  i m a g i n a r y  c r e a t i o n s  - -  o r  w h a t  h e  c a l l s  ' s h a d o w s  o f  
i m a g i n a t i o n *  o r  ' p h y s i c a l  w o n d e r s '  —  ' t h a t  w i l l i n g  s u s p e n s i o n  
o f  d i s b e l i e f  f o r  t h e  m o m e n t ,  w h i c h  c o n s t i t u t e s  p o e t i c  f a i t h ' :  
i t  i s  t h e  m e a n s  t o  i n v i t e  u s  t o  ' d r e a m '  w i t h  h i m  f o r  a  w h i l e ,  
t o  p u t  i t  i n  h i s  p l a i n e r  t e r m .
C o l e r i d g e ' s  d r e a m l i k e  q u a l i t y  i s  d i s t i n c t l y  h i s  o w n ,  m a r k e d  
b y  a  b a l a n c e  b e t w e e n  h u m a n  i n t e r e s t  a n d  p h y s i c a l  w o n d e r s .  I t  i s  
t o  b e  d i s t i n g u i s h e d ,  f o r  e x a m p l e ,  f r o m ,  t h a t  o f  S c o t t  a n d  H o g g .  
S c o t t  s t i l l  c l a i m s  t o  b a s e  h i s  w o r k s  o n  h i s t o r i c a l  f a c t s .  A n d  
t h o u g h  H o g g  i s  a t  h o m e  e n o u g h  i n  h i s  f a i r y - l a n d  o r  h i s  u n d e r w o r l d  
o f  g h o s t s ,  s p e c t r e s ,  w r a i t h s ,  b r o w n i e s ,  w a t e r - k e l p i e s ,  h e  i s  n o t  
s t r o n g  i n  h u m a n  i n t e r e s t :  m o s t  o f  h i s  p o e m s ,  i n c l u d i n g  h i s  l o v e l y  
K i l m e n y ,  p r e t e n d  t o  b e  n o  m o r e  t h a n  f a i r y  t a l e s ,  a n d  a r e  f l a t l y  
i m p r o b a b l e .  C o l e r i d g e  c a n  s t i l l  p e r s u a d e  u s  t h a t  h i s  K u b l a  K h a n  
i s  t h e  s t u f f  o f  a  r e a l  d r e a m ;  t h e  s t o r y  t h a t  K i l m e n y ,  f a l l i n g  
a s l e e p  i n  a  g r e e n  ' w e n e *  ,  f o u n d  h e r s e l f  t r a n s p o r t e d  t o  t h e  l a n d s  
o f  t h e  s p i r i t s ,  a n d  a f t e r  o n e  r e t u r n  t o  t h e  w o r l d  w a s  n e v e r  t o  
c o m e  b a c k ,  t a x e s  t o o  m u c h  o f  o u r  c r e d u l i t y .  I f  C o l e r i d g e  i s  a
p o e t  o f  t h e  i m a g i n a t i o n ,  H o g g  i s  o n l y  a  p o e t  o f  t h e  f a n c y .  I f
S c o t t  i s  t h e  k i n g  o f  s c h o o l  o f  c h i v a l r y  a n d  H o g g  t h e  k i n g  o f  t h e ' 
s c h o o l  o f  t h e  m o u n t a i n  a n d  f a i r y , *  t h e n  C o l e r i d g e  c a n  b e  c a l l e d
*  H o g g  w r o t e  t o  S c o t t :  ' Y e  c a n  n e v e r  s u p p o s e  t h a t  I  b e l a n g  t o  
y o u r  s c h o o l  o f  c h i v a l r y .  Y e  a r e  t h e  k i n g  o '  t h a t  s c h o o l ,  b u t  I ' m
k i n g  o '  t h e  m o u n t a i n  a n d  f a i r y  s c h o o l ,  w h i c h  i s  a  f a r  h i g h e r  a n e
n o r  y o u r s . '
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t h e  k i n g  o f  t h e  s c h o o l  o f  t h e  i m a g i n a t i o n  a n d  d r e a m s .
A n d  i t .  i s  p r e c i s e l y  a s  a  p o e t  o f  t h e  i m a g i n a t i o n  a n d  d r e a m s  
t h a t  t h e  i n f l u e n c e  o f  C o l e r i d g e  o n  K e a t s  i s  c o n s i d e r a b l e .  P e r h a p s  
w i t h o u t  C o l e r i d g e  p a r t s  o f  E n d y m i o n ,  T h e  E v e  o f  S t .  A g n e s ,  T h e  
E v e  o f  S a i n t  M a r k ,  L a  B e l l e  D a m e ,  t h e  O d e  t o  a  N i g h t i n g a l e ,  L a m i a  
a n d  T h e  F a l l  o f  H y p e r i o n  w o u l d  b e  u n t h i n k a b l e .  T h i s  i s  a  l a r g e  
c l a i m ,  a n d  I  h o p e  t o  j u s t i f y  i t  i n  t h e  f o l l o w i n g .
T h e  e x t r e m e  o f  C o l e r i d g e ' s  d r e a m - p o e m s  i s  w i t h o u t  q u e s t i o n  
K u b l a  K h a n .  H i s  a c c o u n t  o f  i t s  o r i g i n  i n  s l e e p  m u s t  n o t  b e  i g n o r e d :  
' a l l  t h e  i m a g e s  r o s e  u p  b e f o r e  h i m  a s  t h i n g s ,  w i t h  a  p a r a l l e l  
p r o d u c t i o n  o f  t h e  c o r r e s p o n d e n t  e x p r e s s i o n s ,  w i t h o u t  a n y  s e n s a t i o n  
o r  c o n s c i o u s n e s s  o f  e f f o r t . '  T h e  s t y l e  o f  t h e  p o e m  i s  m a r k e d  
b y  s u d d e n  a n d  v i o l e n t  c o n t r a s t s  a n d  r a p i d  t r a n s i t i o n s ,  w h i c h  a r e  
s o  o f t e n  t h e  c h a r a c t e r i s t i c s  o f  a  d r e a m .  T h e  i m a g e  o f  l i g h t  
a s  f o u n d  i n  ' a  s t a t e l y  p l e a s u r e - d o m e  * i s  j u x t a p o s e d  w i t h  t h e  i m a g e  
o f  u t t e r  d a r k n e s s  w h e n  t h e  s a c r e d  r i v e r  i s  s e e n  a s  r u n n i n g  t h r o u g h  
' c a v e r n s  m e a s u r e l e s s  t o  m a n '  o n  i t s  c o u r s e  d o w n  t o  a  ' s u n l e s s  s e a ' .  
S u c h  i s  t h e  b e g i n n i n g  o f  t h e  p o e m :
I n  X a n a d u  d i d  K u b l a  K h a n  
A  s t a t e l y  p l e a s u r e - d o m e  d e c r e e :
W h e r e  A l p h ,  t h e  s a c r e d  r i v e r ,  r a n  
T h r o u g h  c a v e r n s  m e a s u r e l e s s  t o  m a n  
D o w n  t o  a  s u n l e s s  s e a .
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A f t e r  t h e  d a r k n e s s ,  t h e  s o l e m n i t y  a n d  t h e  m y s t e r i o u s n e s s  o f  t h e  
i m a g e  o f  t h e  s a c r e d  r i v e r  c o m e  t h e  s u n l i t  b r i g h t n e s s ,  t h e  f r e s h n e s s ,  
a n d  t h e  o p e n n e s s  o f  t h i s  p i c t u r e ;
A n d  t h e r e  w e r e  g a r d e n s  b r i g h t  w i t h  s i n u o u s  r i l l s  
W h e r e  b l o s s o m e d  m a n y  a n  i n c e n s e - b e a r i n g  t r e e .
O l d  a n d  n e w  l i e  s i d e  b y  s i d e ;  a n d  i n  a n c i e n t  f o r e s t s  a r e  f o u n d  
' s u n n y  s p o t s  o f  g r e e n e r y ' :
A n d  h e r e  w e r e  f o r e s t s  a n c i e n t  a s  t h e  h i l l s ,
E n f o l d i n g  s u n n y  s p o t s  o f  g r e e n e r y .
B u t  t o  t h i s  p a r a d i s a l  l a n d s c a p e  w e  h a v e  t o  b i d  f a r e w e l l  f o r  t h e  
m o m e n t ,  f o r  i t  s o o n  g l i d e s  i n t o  ' a  s a v a g e  p l a c e ' :
B u t  o h  t h a t  d e e p  r o m a n t i c  c h a s m  w h i c h  s l a n t e d  
D o w n  t h e  g r e e n  h i l l  a t h w a r t  a  c e d a r n  c o v e r  I  
A  s a v a g e  p l a c e !  a s  h o l y  a n d  i n c h a n t e d  
A s  e ' e r  b e n e a t h  a  w a n i n g  m o o n  w a s  h a u n t e d  
B y  w o m a n  w a i l i n g  f o r  h e r  d e m o n - l o v e r !
T h e  i m p r e s s i o n  c r e a t e d  a t  t h e  s a m e  t i m e  b y  t h i s  p i c t u r e  o f  t h a t  
d e e p  r o m a n t i c  c h a s m :  i s  t h a t  o f  l a n g u i d n e s s ,  m e l a n c h o l y  a n d  q u i e t u d e .  
I t  i s  a t  o n c e  i n v a d e d  b y  e n e r g y ,  c h e e r f u l n e s s  a n d  e v e n  a g i t a t i o n  
—  a n  e f f e c t  p r o d u c e d  b y  t h e  i m a g e  o f  a  m i g h t y  f o u n t a i n ,  w i t h  
t h e  s u b s i d i a r y  i m a g e s  o f  t h e  e a r t h  b r e a t h i n g  i n  f a s t  t h i c k  p a n t s .
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r e b o u n d i n g  h a i l ,  c h a f f y  g r a i n  f r o m  t h e  t h r e s h e r s *  f l a i l ,  a n d  
d a n c i n g  r o c k s :
A n d  f r o m  t h i s  c h a s m ,  w i t h  c e a s e l e s s  t u r m o i l  s e e t h i n g .
A s  i f  t h i s  e a r t h  i n  f a s t  t h i c k  p a n t s  w e r e  b r e a t h i n g ,
A  m i g h t y  f o u n t a i n  m o m e n t l y  w a s  f o r c e d :
A m i d  w h o s e  s w i f t  h a l f - i n t e r m i t t e d  b u r s t  
H u g e  f r a g m e n t s  v a u l t e d  l i k e  r e b o u n d i n g  h a i l ,
O r  c h a f f y  g r a i n  b e n e a t h  t h e  t h r e s h e r ' s  f l a i l ;
A n d  m i d  t h e s e  d a n c i n g  r o c k s  a t  o n c e  a n d  e v e r  
I t  f l u n g  u p  m o m e n t l y  t h e  s a c r e d  r i v e r .
A n d  t h i s  s e r i e s  o f  s u d d e n  a n d  v i o l e n t  c o n t r a s t s  a n d  r a p i d  
t r a n s i t i o n s  r e a c h e s  i t s  c l i m a x  i n  t h e  j u x t a p o s i t i o n  o f  t h e  i m a g e  
o f  s u n n y  p l e a s u r e - d o m e  w i t h  t h e  i m a g e  o f  c a v e s  o f  i c e :  i t  i s  
t h e  j u x t a p o a t i o n  o f  w a r m t h  a n d  c o l d n e s s :
I t  w a s  a  m i r a c l e  o f  r a r e  d e v i c e ,
A  s u n n y  p l e a s u r e - d o m e  w i t h  c a v e s  o f  i c e !
S u c h  a  m i r a c l e  b e l o n g s  o n l y  t o  t h e  d r e a m - w o r l d .  C o l e r i d g e  
m i s t a k e s  n o t  t h a t  i t  i s  a  d r e a m ,  f o r  a s  h e  c o m e s  t o  t h e  A b y s s i n i a n  
m a i d  h i s  t o n e  i s  t i n g e d  w i t h  r e g r e t :  i t  i s  t h e  r e g r e t  o n  a w a k e n i n g ,  
a n d  n o w  a t  m o s t  h e  c o u l d  o n l y  b u i l d  t h e  p l e a s u r e - d o m e  * i n  a i r *  
w i t h  ' m u s i c  l o u d  a n d  l o n g ' :
C o u l d  I  r e v i v e  w i t h i n  m e  
H e r  s y m p h o n y  a n d  s o n g ,
T o  s u c h  a  d e e p  d e l i g h t  ' t w o u l d  w i n  m e ,
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That with music loud and long,
I would build that dome in air.
This pattern of a dream-poem —  first reverie consisting of 
sudden and violent contrasts, and rapid transitions, and then 
awakened disenchantment —  is the prototype of such dream-poems 
as the Indian Maid's Song in the fourth book of Endymion,
La Belle Dame and the Ode to a Nightingale. Since it was known
that Keats had asked the Dilkes for a copy of Sibyllines Leaves 
while still composing Endymion, scholars have not been slow in 
discovering Coleridge echoes in the last book of the poem, mostly 
in the Indian Maid's Song. This stanza —
Beneath my palm trees, by the river side,
I sat sweeping: what enamour'd bride,
Cheated by shadowy wooer from the clouds.
But hides and shrouds 
Beneath dark palm trees by a river side?*
—  is related by Colvin** to these lines in Kubla Khan;
A savage place! as holy and inchanted
As e'er beneath a waning moon, was haunted 
By woman wailing for her demon-lover!
* Endymion, IV, 188-92.
** Colvin, op.cit., p.447
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The image of the face of Bacchus and his crew as 'all on flame' 
is said hy de Selincourt* to be derived from The Ancient Mariner;
The western wave was all a-flame.**
And in the stanza where 'plump infant laughers' with toying oars 
and silken sails are described as gliding like seamen and galley- 
rowers, we find the line,
Nor care for wind and tide,***
which, as de Selincourt again points out, is a reminiscence of 
Coleridge's line:
Withouten wind, withouten tide.****
But the most striking resemblance between Kubla Khan and 
the Indian Maid's Song is perhaps that they both are dream-poems. 
That part of the Song called the 'Triumph of Bacchus' in particular, 
as '^ridges says, is unmatched, among other things, for 'romantic 
dreamy Orientalism'. The method Keats adopts in the 'Triumph 
of Bacchus' is comparable to that employed by Coleridge in 
Kubla Khan. Amy Lowell finds two 'breaks' in the Song, one 
following immediately upon the Ode to Sorrow section, which is
* De Selincourt, op.cit., p.447
** The Ancient Mariner, I7I.
*** Endymion, IV, 2$0.
**** The Ancient Mariner, 169-
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t h e  b e g i n n i n g  o f  t h e  ' T r i u m p h  o f  B a c c h u s '  ,  a n d  o n e  a f t e r  t h e  
f i r s t  t w o  s t a n z a s  o f  t h e  ' T r i u m p h  o f  B a c c h u s '  s e c t i o n ;  a n d  s h e  
b e l i e v e s  t h a t  t h e  s t a n z a s  i m m e d i a t e l y  f o l l o w i n g  t h e  O d e  t o  S o r r o w  
r e p r e s e n t  a n  e n t i r e l y  n e w  b e g i n n i n g .  S h e  s a y s ,  ' K e a t s  h a d  b e e n  
r e a d i n g  C o l e r i d g e ,  a n d  t h e s e  t w o  n e w  s t a n z a s  h a v e  s o  m u c h  o f  t h e  
f l a v o u r  o f  C o l e r i d g e  i n  t h e m  that I t h i n k ,  i n  a l l  l i k e l i h o o d ,  
K e a t s  j o t t e d  t h e m  d o w n  w h i l e  t h e  m o o d  i n d u c e d  b y  C o l e r i d g e  w a s  
s t r o n g  u p o n  h i m .  I  d o u b t  w h e t h e r  h e  k n e w  h o w  t h e  p o e m  s o  b e g u n  
w a s  t o  g o  o n .  H e  w a s  u n d e r  t h e  s p e l l  o f  C o l e r i d g e ,  a n d  t r i e d  h i s  
h a n d  a t  t h e  s a m e  s o r t  o f  t h i n g .  T w o  r e a s o n s  m u s t  h a v e  b r o u g h t  
h i m  u p  s h o r t ;  t h e  f i r s t ,  t h e  d i f f i c u l t y  o f  d o i n g  C o l e r i d g e ' s  t y p e  
o f  t h i n g  a s  w e l l  a s  C o l e r i d g e  d i d  i t ;  t h e  s e c o n d ,  t h e  u n w i s d o m  
o f  d o i n g  i t  a t  a l l . ' *  W h i l e  i t  i s  t r u e  t h a t  K e a t s  t r i e d  h i s  h a n d  
a t  t h e  s a m e  s o r t  o f  t h i n g  a s  C d l e r i d g e  a n d  t h a t  t h e  t w o  ' b r e a k s '  
a r e  p r o m i n e n t ,  t h e y  a r e  p e r h a p s  n o t  r e a l l y  ' b r e a k s '  b u t  f o l l o w  
t h e  p a t t e r n  o f  r e v e r i e  a n d  d i s e n c h a n t m e n t  a s  f o u n d  i n  a  d r e a m -  
p o e m .
' B e n e a t h  m y  p a l m  t r e e s ,  b y  t h e  r i v e r  s i d e ,
I  s a t  a  w e e p i n g :  i n  t h e  w h o l e  w o r l d  w i d e  
T h e r e  w a s  n o  o n e  t o  a s k  m e  w h y  I  w e p t ,  —
A n d  s o  I  k e p t  
f i r i m m i n g  t h e  w a t e r - l i l y  c u p s  w i t h  t e a r s  
C o l d  a s  m y  f e a r s .
*  A .  L o w e l l ,  o p . cit. ,  I ,  439
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Here the melancholy, the loneliness and the plaintive strain 
of the Indian Maid left mourning beneath her palm trees bÿ the 
river-side rapidly give way to the merriment, the motion and the 
revelling of the dreamlike Bacchanalians.
'And as I sat, over the light blue hills 
There came a noise of revellers: the rills 
Into the wide stream came of purple hue —
/
'Twas Bacchus and his crew!
The earnest trumpet spake, and silver thrills 
From kissing cymbals made a merry din —
'Twas Bacchus and his kin,,:
Like to a moving vintage down they came.
Crown'd with green leaves, and faces all on flame;
All madly dancing through the pleasant valley,
To scarce thee. Melancholy!
0 then, 0 then, thou wast a simple name I 
And I forgot thee, as the berried holly 
By shepherds is forgotten, when in June,
Tall chesnuts keep away the sun and moon: —
I rush'd into the folly!
Then, 'Damsels' exchange their 'bowers desolate', their lutes 
and 'gentler fate' for a merry and rollicking life with Bacchus:
Whence came ye, merry Damsels! whence came ye!
So many, and so many, and such glee?
Why have ye left your bowers desolate.
Your lutes, and gentler fate? —
"We follow Bacchus! Bacchus on the wing,
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A conquering!
Bacchus, young Bacchus! good or ill betide.
We dance before him thorough kingdoms wide.
This is deliberate contrast: contrast between the emptiness of 
desolate bowers and the fulness of merry company, between the 
gentleness of lute-playing and the violence of marching and 
conquering, and as a general impression, between tranquillity 
and movement. The same contrast is seen in the stanza immediately 
following:
Whence came ye, jolly Satyrs! whence came ye!
So many, and so many, and such glee?
Why have ye left your forest haunts, why left 
Your nuts in oak-tree cleft? —
"For wine, for wine we left our kernel tree;
For wine we left our heath, and yellow brooms.
And cold mushrooms;
For wine we follow Bacchus through the earth;
Great God of breathless cups and chirping mirth! —
Come hither, lady fair, and joined be 
To our mad ministrelsy!"
That is the contrast between the seclusion of 'forest haunts' and 
the jollity of marching through the earth in a procession, and 
between the poor diet of hard nuts or 'cold mushrooms' and the 
feasting on warm wine or 'breathless cups' , and equally between
228
quietude and peacefulness on one hand and movement and violence 
on the other.
Another method employed by both Coleridge and Keats to 
produce the effect of a dream is the sudden transition from 
place to place. From Kubla Khan and Xanadu Coleridge moves on 
to Abyssinian maid and Môunt Abora without apparent geographical 
link. In the same manner Keats moves from; one country to 
another :
I saw Osirian Egypt kneel adown
Before the vinei? wreath crown!
■I,
I saw parch'd Abyssinia rouse and sing 
To the silver cymbals' ring!
I saw the whelming vintage hotly pierce 
Old Tartary the fierce!
The kings of Inde their jewel-sceptres vail,
And from their treasures scatter pearled hail;
Great Brahma from his mystic heaven groans,
And all his priesthood moans.
And at last comes the disenchantment of the Indian Maid: she 
realizes that all this Bacchanalian revelling is but a dream, and 
she is to live with sorrow after all:
Young stranger!
I've been a ranger 
In search of pleasure throughout every clime:
Alas! 'tis not for me!
Bewitch'd I sure must be.




Like an own hahe I nurse thee on my breast:
I thought to leave thee 
And deceive thee,
But now of all the world I love thee best.
This is consistent with the development of the story. The Indian 
Maid is in reality Cynthia herself, and the Song to Sorrow is an 
organic part of the poem, not a detached gem of beauty to be 
admired for its own sake. Towards the end of the poem she tells 
Endymion:
Drear, drear 
Has our delaying been; but foolish fear 
Withheld me first; and then decrees of fate;
And then 'twas fit that from this mortal state 
Thou" shouldst, my love, by some unlock'd for change 
Be spiritualiz'd.*
The Song to Sorrow is part of her attempt to spiritualize Endymion 
Endymion has set out in search of happiness; and he is even in 
danger of mistaking sensual pleasure for it. And the Song shows 
how sensual pleasure as symbolized by Bacchus and his train is 
but an empty dream, and how one must accept sorrow instead of 
looking for happiness. It is significant that the Indian Maid
* Endymion, IV, 988993"
2)0
speaks of her joining the Bacchanalians as a 'folly';
I rush'd into the folly!
Her history of pleasure-seeking is also parallel to that of 
Endymion;
I've been a.ranger 
In search of pleasure throughout every clime.
And in the end she finds sorrow 'sweetest'. All this leads 
naturally to the conclusion of the whole story how one must m 
accept sorrow as an indispensable part of human existence and 
how in accepting sorrow one would eventually find one's happiness.
La *^ elle Dame, like Kubla Khan again, is a dream-poem. 
Coleridge's method of contrast is again employed, but now between 
dream and awakening. The melancholy picture of a 'knight-at-arms', 
'haggard' and 'woe-begone', loitering beside the lake on awakening 
is put in contrast to the happy picture of his meeting with 
'a lady in the meads, full beautiful —  a faery's child', in whose 
'elfin grot' he was lulled to sleep. The strange encounter, so 
very improbable, already has a dreamlike quality, but it is 
intensified by the contrast between the luxuriousness of the 
imagery used to describe their meeting —  such as flower, music 
and the food of paradise —  and the desolateness of the imagery
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used after disenchantment. The knight made
a garland for her head,
And bracelets too, and fragrant zone.
But after disenchantment ;
the sedge has wither'd from the lake;
and on the knights cheeks
a fading rose
Fast withereth too.
In the dream-world again:
sidelong would she bend, and sing 
A faery's song.
After disenchantment :
And no birds sing.
The most significant contrast, however, is this:
She found me roots of relish sweet.
And honey wild, and manna dew.
It has been pointed out that the last line is a reminiscence of 
Kubla Khan:
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For he on honey-dew hath fed.*
At the same time it is deliberately put in contrast to these lines:
The squirrel's granary is full,
And the harvest's done.
The fairy-like image of 'roots of relish sweet and honey wild, 
and manna dew' comes side by side with the business-like image 
of 'granary' and 'harvest': this contrast is the contrast between 
dream and awakening.
Coleridge's influence on the Ode to a Nightingale has been 
discussed by Carrod and Blunden. Garrod bases his case on Keats' 
report of his conversation with Coleridge in his letter to George 
and Georgiana of 14 Feb.-3 May 1819. The relevant passage is as 
follows:
Last Sunday I took a Walk towards highgate and in the lane 
that winds by the side of Lord Mansfield's park I met Mr Green 
our Demonstrator at Guy's in conversation with Coleridge —  I 
joined them, after enquiring by a look whether it would be 
agreeable -- I walked with him a [t] his alderman-after-dinner 
pace for near two miles I suppose In those two Miles he broached 
a thousand things —  let me see if I can give you a list —  
Nightingales, Poetry —  on poetical Sensation —  Metaphysics —
* Also cf. Hazlitt's remark on Coleridge: 'His genius at that 
time had angelic wings, and fed on manna.' ('Lecture on the 
Living Poets').
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Different genera and species of Dreams —  Nightmare —  a dream 
accompanied by a sense of touch —  single and double touch —
A Dream related —  First and second consciousness —  the difference 
explained between will and Volition —  so m [an] y metaphysicians 
from a want of smoking the second consciousness -- Monsters —  the 
Kraken —  Mermaids —  Southey believes in them -- Southey's 
belief too much diluted —  A Ghost story —  Good morning —  I 
heard his voice as he came towards me —  I heard it as he moved 
away —  I had heard it all the interval —  if it may be called 
so. He was civil enough to ask me to call on him at Highgate.
Garrod* believes that Keats' conception of the nightingale as 
a happy bird in his ode is due to the influence of Coleridge's 
poem, The Nightingale. Blunden** goes further and finds the 
connection between the two poems more, profound and basic: not 
only does Keats go in Coleridge's steps in thinking of the 
nightingale as a bird of happy ecstasy, but Keats, as he leaves 
behind those things and thinkings which made him 'full of sorrow' , 
also surrenders himself completely, like the older poet, to the 
actuality of Nature.
There is yet, I believe, another aspect of Coleridge's 
influence on the Ode to a Nightingale. In Coleridge's
* H.W.Garrod, op.cit. , pp.114-30* Cf. also his profession 
of Poetry and Other Lectures, 1929> p.l5^*
** E. Blunden, 'Keats and his Predecessors; A Note on the "Ode 
to a Nightingale"', The London Mercury, XX, July 1929*
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conversation with Keats the topic of dreams figured prominently: 
different genera and species of dreams, nightmare, a dream 
accompanied by a sense of touch, a dream related. If we connect 
the topics of nightingales and poetical sensation with the 
topic of dreams, we are perhaps not far from the Ode to a Nightingale 
For, like Kubla Khan, Keats' ode is a dream-poem, and it adopts 
Ooleridge's dream method of sudden and violent contrasts. The 
ode begins with:
My heart aches .•.
But soon, as he loses his own identity in contemplation of the 
happy nightingale, happiness comes with overwhelming intensity:
being too happy in thine happiness, —
That thou, light-winged Dryad of the trees,
In some melodious plot 
Of beechen green, and shadows numberless,
Singest of summer in full&throated ease.
A happy life of wine, dance, song and sunburnt mirth is contrasted 
with the miserable life here. He paints a happy picture in the 
second stanza:
0, for a draught of vintage! that hath been 
Cool'd a long age in the deep-delved earth,
Tasting of Flora and the country green,
Dance, and Provencal song, and sunburnt mirth!
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A dismal picture which he wants to forget is put in contrast to 
the above in the third stanza:
Here, where men sit and hear each other groan;
Where palsy shakes a few, sad, last gray hairs,
Where youth grows pale, and spectre-thin, and dies.
With no greater help than imagination —  or, as Keats calls it, 
the 'viewless wings of poesy' —  the poet at once travels from 
'dance, and provençal song, and sunburnt mirth' to tender night, 
the Queen-Moon with her starry Pays, verdurous glooms, and 
embalmed darkness. This is the rapid transition of a dream:
Away! away! for I will fly to thee.
Not charioted by Bacchus and = his pards,
But on the viewless wings of Poesy,
Though the dull brain perplexes and retards:
Already with thee! tender is the night.
And haply the Queen-Moon is on her throne,
Cluster'd around by all her starry Pays;
But here there is no light.
Save what from heaven is with the breezes blown 
Through verdurous glooms and winding mossy ways.
This shortening of time and space is a characteristic of Kubla 
Khan. It moves rapidly from the sunny pleasure-dome and gardens 
bright with sinuous rills and incense-bearing trees to caverns 
measureless and a sunless sea; so does Keats' ode move from
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sunlight to darkness, from exuberance to tenderness, from 
drinking, dance and song to quietude, meditation, and even thought 
of death, as is seen in the following stanza:
Darkling I listen; and, for many a time
I have been half in love with easeful Death,
Call'd him soft names in many a mused rhyme,
To take into the air my quiet breath;
Now more than ever seems it rich to die.
To cease upon the midnight with no pain.
The same shortening of space and time is seen in the well-known 
penultimate stanza. Different scenes —  emperor and clown in 
ancient days, Ruth in tears amid the alien corn, and magic 
casements —  are crowded into one stanza, linked together only 
by the voice of the bird.
Thou wast not born for death, immortal Bird!
No hungry generations tread thee down;
The voice I hear this passing night was heard 
In ancient days by emperor and clown;
Perhaps the self-same song that found a path
Through the sad heart of Ruth, when, sick for home.
She stood in tears amid the alien corn;
The same that oft-times hath 
Charm'd magic casements, opening on the foam 
Of perilous seas, in faery lands forlorn.
'In faery lands forlorn.' In his dream Keats has travelled
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to faery lands, and the word "forlorn* brings him back to reality;
Forlorn! the very word is like a bell
To toll me back from thee to my sole self!
It- is the -same- awak^ndng -as that—ef-Oolefidge at the-end-of- 
KubXa-Khaift.
The influence of Christabel on Keats is altogether a different 
matter from that of Kubla Khan, because they are in some ways 
quite different poems. Christabel, unlike Kubla Khan, is a 
narrative poem; and though Hazlitt, reviewing the former in 
The Examiner for 2nd June 1816, found it 'more like a dream than 
a reality*, I would call it, instead of a dream, a piece of 
lyrical enchantment. The difference between a dream and a piece 
of lyrical enchantment is that while a dream is not under the 
conscious control of the will, a piece of lyrical enchantment is ; 
and while a dream has no clear sense of direction, a piece of 
lyrical enchantment has. Otherwise there is much in common between 
the two; both belong to the world of phantasy.
The impact of Christabel on the contemporaries of Coleridge 
and Keats was a great one, so great that Shelley is said to have 
fainted on hearing a reading of it; Scott's Lay of the Last Minstrel 
bears traces of its influence;* and mostly because of it Leigh Hunt
* Cf. P/, 2p-l
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declares: 'Of all our writers of the briefer narrative poetry, 
Coleridge is the finest since Chaucer.'* As a narrative piece 
of enchantment the influence of Christabel on Keats is considerable, 
particularly in the three narrative poems, The live of St.Agnes,
The Eve of Saint Mark and Lamia. Bridges** has pointed out that 
The Eve of Saint Mark is 'written in eight-syllable couplets 
with the same sort of latitude which Coleridge advocated in 
Christabel'• And Amy Lowell*** believes that Keats owed as much 
of the peculiar atmosphere of his Eve of St. Agnes to Christabel 
as to the Mysteries of Udolpho. Keats certainly knew Coleridge's 
poem well, as we have already seen. The Eve of St. Agnes was 
composed after Keats had begun the writing of Hyperion. Is it 
fanciful to suggest that because Keats found the writing of 
Hyperion in the grand style too exhausting an affair, he turned to 
the Coleridgean luxury of lyrical enchantment for relief, and the 
result cwas The Eve of St. Agnes, the success of which led him 
to attempt further and write the unfinished Saint Mark?
The elements of lyrical enchantment in both The Eve of 
St. Agnes and The Eve of Saint Mark fairly closely resemble those 
in Christabel, as I hope to show. Moonlight often plays an 
important part in Coleridge's poetry, and for the setting of
* Hunt, Imagination and Fancy, 1845
** Bridges, op.cit., p.52.
*** A. Lowell, op.cit. , II, I65.
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Christabel he has chosen a moonlit night. As warmth and brightness 
increase intimacy and openness, and intimacy and openness destroy 
the atmosphere of enchantment, a cold and dim moonlight is preferred.
Is the night chilly and dark?
The night is chilly, but not dark.
The thin gray cloud is spread on high,
It covers but not hides the sky.
The moon is behind, and at the full;
And yet she looks both small and dull.*
Outside her kennel, the mastiff old 
Lay fast asleep, in moonshine cold.**
The moon shines dim in the open air.***
The Eve of St.Agnes is given the same cold and dim moonlight.
It has a distancing effect, for it at once puts on a dreamy
nature.
St. Agnes' Eve —  Ah, bitter chill it was!
The owl, for all his feathers, was a-cold.****
He found him in a little moonlight room,
pale, lattic'd, chill, and silent as a tomb.*****
* Christabel, 14-19#
** Ibid. , 145-6.
*** Ibid. , 175.
**** The Eve of St. Agnes, 1-2.
***** Ibid. , 112-3#
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Feebly she laugheth in the languid moon.*
Then by the bed-side, where the faded moon 
Made a dim, silver twilight ... **
Christabel is set in the month before the month of May; so is 
The Eve of Saint Mark. A cold and faint suneet now takes the 
place of a cold and dim moonlight, but the effect is almost 
identical:
The chilly sunset faintly told 
Of unmatured green vailles cold.***
Description of some sort of a ceremonial adds to the atmosphere 
of enchantment. And this is something The Eve of St. Agnes 
shares with Christabel. At midnight Christabel makes her way 
to the wood but to pray for the weal of her lover;
The lovely lady, Christabel,
Whom her father loves so well.
What makes her in the wood so late,
A furlong from the castle gate?
She had dreams all yesternight 
Of her own bethothed knight;
And she in the midnight wood wilL pray 
For the weal of her lover that's far away.
* Ibid. , 127.
** Ibid., 253-4.
*** The Eve of Saint Mark, 4-5*
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She stole along, she nothing spoke,
The sighs she heaved were soft and low.
And naught was green upon the oak 
But moss and rarest misletoe;
She kneels beneath the huge oak tree.
And in silence prayeth she.*
Madeline was told how, on St. Agnes* Eve, she could have visions 
of her lover if she followed certain ceremonial:
They told her how, upon St. Agnes* Eve,
Young virgins might have visions of delight.
And soft adorings from their loves receive 
Upon the honey'd middle of the night.
If ceremonies due they did aright;
As, supperless to bed they must retire.
And couch supine their beauties, lily white;
Nor look: behind, nor sideways, but require 
Of Heaven with upward eyes for all that they desire.**
It was with this thought that Madeline knelt to do her vespers 
before retiring to bed:
Full on this casement shone the wintry moon.
And threw warm gules on Madeline's fair breast.
As down she knelt for heaven's grace and boon;
Rose-bloom fell on her hands, together prest,
And on her silver cross soft amethyst.
And on her hair a glory, like a saint:
* Christabel, 2$-36.
** The Eve of St. Agnes, 46-54
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She seem'd a splendid angel, newly drest,
Save wings, for heaven.*
Romance is duly evoked. The story invented by Geraldine 
as a reason of her presence in the midnight wood is a story of 
medieval romance :
My sire is of a noble line,
And my name is Geraldine:
Five warriors seized me yestermorn.
Me, even me, a maid forlorn:
They choked my cries with force and fright,
And tied me on a palfrey white.
The palfrey was as fleet as wind,
And they rode furiously behind.
They spurred amain, their steeds were white :
And once we crossed the shade of night.
As sure as Heaven shall rescue me,
I have no thought what men they be;
Nor do I know how long it is 
(For I have lain entranced I wis)
Since one, the tallest of the five.
Took me from the palfrey's back,
A weary woman, scarce alive.
Some muttered words his comrades spoke:
He placed me underneath this oak;
He swore they would return with haste;
Whither they went I cannot tell—
I thought I heard, some minutes past,
* Ibid., 217-24.
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Sounds as of a castle bell.
Stretch forth thy hand (thus ended she),
And help a wretched maid to flee.*
And the picture of Christabel and Geraldine ppssing the castle 
gate is given a colouring of romance when it is contrasted
with an army in battle array that had shortly before marched
through the same gate:
They crossed the moat, and Christabel 
Took the key that fitted well;
A little door she opened straight.
All in the middle of the gate;
The gate that was ironed within and without,
Where an army in battle array had marched out.**
Romance equally colours The Eve of St. Agnes. The sculptures on 
each side of the chapel aisle come alive as
Knight, ladies, praying in dumb orat'ries.***
A shielded scutcheon on the casement
blush'd with blood of queens and kings.****
The night, St. Agnes' Eve, on which Porphyre sought to see 
Madeline, is transformed as if by magic into something found only
* Christabel, 79-103*
** Ibid. , 123-8.
*** The Eve of St. Agnes, I6.
**** Ibid. , 216.
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in a dream-world with the introduction of romance:
Never on such a night have lovers met,
Since Merlin paid his Demon all the monstrous debt.*
In each of the three poems under discussion the heroine 
as a rule occupies a chamber notable for its antique or quaint 
design. Coleridge calls in the help of sculpture:
The chamber carved so curiously,
'CArved with figures strange and sweet,
All made out of the carver's brain,
For a lady's chamber meet:
The lamp with twofold silver chain 
Is fastened to an angel's feet.**
* Ibid. , 170-1.
Romance makes its way into The Eve of Saint Mark chiefly 
through the reading of the heroine. She is said to be 'perplex'd' 
with a thousand things:
The stars of Heaven, and angels' wings, 
Martyrs in a fiery blaze ,
Azure saints in silver rays,
Aaron's breastplate, and the seven 
Candlesticks John saw in Heaven,
The winged Lion of Saint Mark,
And the Covenantal Ark,
With its many mysteries.
Cherubim and golden mice.
** Christabel, 178-83#
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Sculpture has already served its turn in Keats' description of 
other chambers:
The level chambers, ready with their pride,
Were glowing to receive a thousand guests :
The carved angels, ever eager-eyed.
Star'd, where upon their heads the cornice rests,
With hair blown back, and wings put cross-wise on their breasts.*
And when he comes to Madeline's chamber, sculpture is given only 
a subsidiary place, but it is equally 'for a lady's chamber meet' :
A casement high and triple-arch'd there was.
All garlanded with carven imag'ries
Of fruits, and flowers, and bunches of knot-grass.**
It may be seen that Coleridge and Keats in the above adopt very 
different methods: Coleridge adopts the suggestive method, and 
Keats the method of detailed description. In The Eve of Saint 
Mark Keats adopts a method which is a combination of the two:
Her shadow, in uneasy guise.
Hover'd about, a giant size.
On ceiling-beam and old oak chair,
The parrot's cage, and panel square;
And the warm angled winter screen.
On which were many monsters seen.
Call'd doves of Siam, Lima mice,
* The Eve of St. Agnes, 32-6.
** Ibid. , 208-10.
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And legless birds of Paradise,
Macaw, and tender Av'davat,
And silken-furr'd Angora cat.*
Bertha's hovering shadow in giant size and the old oak chair 
suggests the spaciousness and the old age of her room; but the 
detailed description of the monsters on the screen is intended 
to give the poem a dreamlike quality. All the three descriptions 
of the three different chambers serve the purpose of helping 
to create the atmosphere of enchantment, which is after all what 
the poems need: Christabel is to be put under a spell, Madeline 
is to meet her lover under the charm of St. Agnes' Eve, while 
Bertha is enthralled by the legend page.
This atmosphere of lyrical enchantment is often intensified 
by contrast. After the night the dawn is greeted by a merry 
peal of bells that can be heard from Bratha Head to Wyndermere. 
Coleridge devotes so muoh space to its description that one is 
left with little doubt about his intention: it is a contrast to 
the quiet scene of the night before:
Each matin bell, the Baron saith.
Knells us back to a world of death.
These words Sir Leoline first said,
When he rose and found his lady dead:
* The Eve of Saint Mark, 73~82.
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These words Sir Leoline will say 
Many a morn to his dying dayI
And hence the custom and law began 
That still at dawn the sacristan,
V/ho duly pulls the heavy bell.
Five and forty beads must tell 
Between each stroke -- a warning knell,
Which not a soul can choose but hear 
From Bratha Head to Wyndermere.
Saith Bracy the Bard, So let it knellI 
And let the drowsy sacristan 
Still count as slowly as he canI 
There is no lack of such, I ween.
As well fill up the space between.
In Langdale Pike and Witches Lair,
And Dungeon-ghyll so foully rent.
With ropes of rock and bells of air 
Three sinful sextons* ghosts are pent.
Who all give back, one after t 'other,
The death-note to their living brother;
And oft too, by the knell offended,
Just as their one! two! three! is ended.
The devil mocks the doleful tale 
With a merry peal from Borodale.*
And Geraldine is introduced to the Baron Sir Leoline as the 
daughter of his old but now estranged friend, Lord Roland. The
* Christabel, 332-59•
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lady reminds him so much of his early friendship with the youthful 
Lord of Tryermaine that the Baron at once orders her return he 
accompanied with due pomp and ceremony. The picture he thus 
depicts is again full of gaiety:
'Nay!
Nay, by my soul!' said Leoline.
'Ho! Bracy the bard, the charge be thine!
Go thou, with music sweet and loud,
And take two steeds with trappings proud,
And take the youth whom thou lov'st best 
To bear thy harp, and learn thy song,
And clothe you both in solemn vest,
And over the mountains h&ste along.
Lest wandering folk, that are abroad.
Detain you on the valley road.*
All this is a contrast to the quietude and mysteriousness of 
the forest scene and the chamber scene of the night before.
Coleridge is a master of contrast. In The Ancient Mariner he has
already employed this method. It begins with festivity and gaiety. 
The Wedding- Guest is of course going to attend a wedding:
The Bridegroom's doors are opened wide.
And I am next of kin;
The guests are met, the feast is set:
May'st hear the merry din.**
* Ibid. , 482-92.
** The Ancient Mariner, 5-8»
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Merriment is also the note of the ship's departure from the 
harbour:
The ship was cheered, the harbour cleared,
Merrily did we drop
Below the kirk, below the hill,
Below the lighthouse top.*'«
All this festivity and merriment is a direct contrast to the 
loneliness and agony of the Mariner at sea after the killing of 
the Albatross:
Alone , alone , all, all alone ,
Alone on a wide wide seal 
And never a saint took pity on 
My soul in agony.**
This contrast must contribute to our feeling of the Mariner's 
complete isolation and its other-worldliness: hence it increases 
the dreamlike quality of the poem. In The Eve of St. Agnes Keats 
also employs this method of contrast. The quiet moonlight scene 
in Madeline's chamber is preceded by festival gaiety:
At length burst in the argent revelry,
With plume, tiara, and all rich array,
Numerous as shadows haunting fairily




*** The Eve of St. Agnes, 37-40
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And the silence in the old Minster-square comes only after 
Sahhath-hells, even-songs and the playing of the organ, as are 
appropriate for the feast of Saint Mark:
Twice holy was the Sahhath-bell:
The silent streets were crowded well
With staid and pious companies,
Warm from their fire-side orat'ries;
And moving, with demurest air,
To even-song, and vesper prayer.
Each arched porch, and entry low.
Was fill'd with patient folk and slow.
With whispers hush, and scuffling feet.
While play'd the organ loud and sweet.*
The influence of Christabel on Lamia is most clearly seen 
in its introduction of a serpent-woman. These two poems are 
perhaps the only monuments of serpent-woman literature in the 
English language; and as such their relationship is worth a close
study. In their own way they are widely different poems, as
Mr. Ridley has pointed out, for Coleridge adopts the suggestive 
method throughout, whereas Keats is going to delineate, not suggest.** 
Yet^Keats could not kaxs but have been encouraged by Coleridge's 
precedent in introducing a serpent-woman in English poetry, even 
though the outline of Lamia follows Burton's Anatomy of Melancholy.
* The Eve of Saint Mark, 13-22.
** Cf. Ridley, op.cit. , pp.250-2.
251
Essentially Lamia is a statement of the conflict between 
dream and reality. Its miracle part is plainly that of a dream 
as in Kubla Khan; as at Kubla Khan's decree a pleasure-dome was 
built, so at Lamia's bidding a palace came into being. The 
same shortening of space and time characteristic of a dream 
is also seen at work, though it is pointed out that this is done 
by a spell:
The way was short, for Lamia's eagerness 
Made, by a spell, the triple league decrease 
To a few paces; not at all surmised 
By blinded Lycius, so in her comprized.
They pass'd the city gates, he knew not how.
So noiseless, and he never thought to know.*
Lycius, it can be seen, 'never thought to know'. That already 
shows how he lived in a dream.
Coleridge may also have influenced Keats' description of 
Lamia's fear of Apollonius the sage. That is something not in 
Burton, according to whom Lamia was somehow discovered by 
Apollonius to be a serpent, and she vanished only after having
begged him to remain silent without successi Apollonius there is
not feared as a force. . Coleridge, however, has two passages
* Lamia, I, 344-9*
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hinting at the .evil nature of Geraldine as well as her fear 
in face of the good and virtuous. Xs Christabel took Geraldine 
to her father's castle, domain of the good and virtuous as it 
were, the serpent-woman sank and had to be helped over the 
threshold of the gate; but once she had crossed it, she was 
herself again:
The lady sank, belike through pain,
And Christabel with might and main 
Lifted her up, a weary weight.
Over the threshold of the gate:
Then the lady rose again,
And moved, as she were not in pain.*
The serpent-woman was again met by the spirit of Christabel's 
mother in the chamber, and only with some struggle did she succeed 
in driving the wandering spirit away. Her struggle and fear 
are suggested in this passage: ^
But soon with altered voice, said she —
'Off, wandering mother! peak and pine!
I have power to bid thee flee.'
Alas! what ails poor Geraldine?
Why stares she with unsettled eye?
Can she the bodiless dead espy?
And why with hollow voice cries she,
* Christabel, 129-54.
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♦Off, woman, off! this hour is mine -- 
Though thou her guardian spirit he,
Off, woman, off! 'tis given to me.*
Then Christabel knelt by the lady's side.
And raised to heaven her eyes so blue —
Alas I said she, this ghastly ride —
Dear lady! it hath wildered you!
The lady wiped her moist cold brow,
And faintly said, ''tis over now!'*
Signs of Lamia's fear of Apollonius are first seen in their 
first encounter: as Lycius and Lamia hurried back to the city of 
Corinth, they passed by Apollonius, and she trembled at sight 
of the old man;
Muffling his face, of greeting friends in fear.
Her fingers he press'd hard, as one came near
With curl'd gray beard, sharp eyes, and smooth bald crown,
Slow-stepp'd,and robed in philosophic gown:
Lycius shrank closer, as they met and past.
Into his mantle, adding wings to haste,
While hurried Lamia trembled.**
It is most doubtful whether Keats knew of the conclusion of 
Christabel. According to Gillman,*** who claims to have had
* Ibid. , 204-19.
** Lamia, I, 562-8.
*** Gillman traces the adventures of Christabel, Geraldine,
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Coleridge's word himself, the snake-woman was defeated and had
Bracy the Bard and Sir Leoline in* some detail; 'Over the mountains, 
the Bard, as directed by Sir Leoline, "hastes" with his disciple; 
but in consequence of one of those inundations supposed to be 
common to this country, the spot only where the castle once 
stood is discovered, the edifice itself being washed away.
He determines to return. Geraldine being acquainted with all 
that is passing, like the Weird Sisters in Macbeth, vanishes.
Re-appearing, however, she waits the return of the Bard, exciting 
in the mean time, by her wily arts, all the anger she could rouse 
in the Baron's breast, as well as that jealousy of which he is 
described to have been susceptible. The old Bard and the Youth 
at length arrive, and therefore she can no longer personate the 
character of Geraldine, the daughter of Lord Roland de Vaux, but 
changes her appearance to that of the accepted though absent 
lover of Christabel. Next ensues a courtship most distressing 
to Christabel, who feels —  she knows not why —  great digust 
for her once favoured knight. This coldness is very painful to 
the Baron, who has no more conception than herself of the 
supernatural transformation. She at last yields to her father's 
entreaties, and consents to approach the altar with this hated 
suitor. The real lover returning, enters at this moment, and 
produces the ring which she had once given him in sign of her 
betrothment. Thus defeated, the supernatural being Geraldine 
disappears. As predicted, the castle bell tolls, the mother's 
voice is heard, and to the exceeding great joy of the parties, 
the rightful marriage takes place, after which follows a 
reconciliation and explanation between the father and daughter.'
( J. Gillman, The Life of S.T.Coleridge, I858, pp.501-2)
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to vanish. Lamia suffered a similar fate and her opponent was 
no other than Apollonius himself. Her fear of him is evident 
in the following:
The hald-head philosopher 
Had fix'd his eye, without a twinkle or stir 
Full on the alarmed beauty of the bride,
Brow-beating her fair form and troubling her sweet pride.
* #  #  # *
Then Lamia breath'd death breath; the sophist's eye.
Like a sharp spear, went through her utterly,
Keen, cruel, perceant, stinging.*
Lamia's defeat is very much that of Geraldine: the defeat
of the supernatural being of doubtful intent in face of the good
and virtuous. Let us not be misled by the warm sympathy the poet 
has shown to Lamia; Apollonius -- call him sophist or what you 
may —  is described by Lycius himself as
sage, my trusty guide 
And good instructor.**
These are the words of Lycius in the early part of the poem when 
his mind was still clear: henceforth he became bewitched. He lived 
in a dream, for he lived under deception. The thought of the 




** Ibid., I, 375-6.
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Ha, the serpent 1 certes, she 
Was none.*
That is irony. Keats has to make Apollonius kill Lycius —  
something not in Burton —  because Lycius already lost his sense
r
of reality. The sage, my trusty guide and good instructor* 
became for him a 'gray-beard wretch* full of 'impious proud- 
heart sophistries, unlawful magic, and enticing lies'.**
On awakening to the fact that Lamia was in truth a serpent he 
breathed his last: for one reason, he could only live in a dream.
Lamia represents an Advance over such Keats' poems as have 
been discussed in this chapter —  The Eve of St. Agnes, The Eve 
of Saint Mark, La Belle Dame and the Ode to a Nightingale —  
precisely because in Lamia, for all its dreaminess, Keats has, 
to use Mr. Ridley's words *a firmer grip upon essential realities 
than ever he had in the milder beauties of all that had gone 
before'.*** It is an advance because in all those previous poems, 
while he is aware that the happiness depicted there is dreamlike, 
Keats, like Coleridge, makes no great effort to solve the problems 
of the real world, but rather he puts them aside and only 
reluctantly takes leave of his dreams; yet in Lamia the sense of
* Ibid., II, 80-1.
** Ibid., II, 287, 285-6.
*** Ridley, op.cit. , ch. vi
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conflict between the world of dreams and the real world becomes 
insistent; dreams, the poet knows, are to be destroyed sooner 
or later: Lamia has to vanish, and Lycius has to die. In this 
sense. Lamia represents not only an advance over those previous 
poems but also an advance over Coleridge, whose dream-world as 
it is is hardly invaded by the problems of the real world.
Also in this sense, Keats* kinship with Wordsworth is closer 
than with Coleridge. Keats has come to 'dream* with Coleridge 
for a while; but he soon returns to speculate on the puzzles of 
life, among which poetry is one, as we have seen in the two 
versions of Hyperion in the last chapter.
It is however too soon to dismiss Coleridge in Keats' poetry. 
The influence of Coleridge's 'dream' style is carried on in 
The Fall of Hyperion; but as it affects little of the substance 
of the poem, it takes on a significance different from what 
we have hitherto considered. The Fall is not exactly a dream- 
poem, for it only borrows the dream-convention to discuss some 
central problems of life. OF'/ perhaps life for Shakespeare as 
for Keats is but a dream. After banishment and suffering Prospero 
comes to believe:
We are such stuff 
As dreams are made on; and our little life 
Is rounded with a sleep.
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If life is but a dream, what matters is the content of the 
dream; and the content of Keats' new dream proves markedly 
different from that of Kubla Khan or Christabel; Keats is 
determined to be 'no dreamer weak'.
The connection between The Fall of Hyperion and Coleridge's 
'Allegoric Vision* is first pointed out by J.L.N. O'Loughlin,* 
who, however, makes no greater effort than listing verbal 
parallels. The 'Allegoric Vision' was published in 1817 as 
part of the Introduction to A Lay Sermon, Addressed to the 
Higher and Middle Classes** Keats knew it, as seen in his 
letter to Bailey of October 1817. To this 'Allegoric Vision' 
Keats probably owes his conception of the poem as an allegory, 
his idea of the temple, its peculiar atmosphere and the 
characterization of Moneta. I hope to demonstrate this in the 
following.
Let us first have a quick survey of Coleridge's work in 
question. In a dream the narrator of the 'Allegoric Vsion' found 
himself in a vast plain, known as the Valley of Life. Almost 
in its entrance stood a large and gloomy pile, full of people,
* J.L.N. O'Loughlin, 'Coleridge and "The Fall of Hyperion"', 
T.L.S. , December 6, 1954, p.875*
** A Lay Sermon, pp.xix-xxxi.
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which he was obliged to enter, and which was called the temple 
of the only true Religion. Awestruck by the name of Religion 
he begged one of the directors to lead him to the great Goddess, 
residing personally, as he was told, in a vast but dark hall. 
There he could see nothing except a number of self-luminous 
and mysterious inscriptions on the walls. After having paid 
his homage to the Goddess he retired soul-withered, wondering, 
and dissatisfied. Disillusionment soon came, for he discovered 
that it was really the Temple of Superstition; and together 
with a large crowd he rushed out of the 'pile*. As they had 
nearly gone round half the valley they were met by a divine 
woman named Religion. He and some others followed her to an 
eminence in the midst of the valley, from the top of which 
they could command the whole ;^in, and with the aid of an optic 
glass which she gave them they could even see far beyond the 
limits of the Valley of Life. With the rapid transition of a 
dream he soon had overtaken and rejoined the more numerous party 
who had not followed her. They journeyed on till they had 
rounded the whole circle of the valley; and they found themselves 
confronting the extreme and backward wall of the Temple. At the 
mouth of the cave sat two figures whom he recognized to be 
Sensuality and Blasphemy. Some of them entered the cave.
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The moral purpose of this allegory is clear. E.H. Coleridge 
believes that the moral the poet desires to point is the 
'falsehood of extremes*. But that is not our concern. Our 
concern at the moment is that The Fall of Hyperion is as much 
an allegory as the 'Allegoric Vision', as can be seen in the 
questions and answers between the poet and Moneta. That Keats 
should have chosen the dream-convention to point a moral indicates 
that he may have had Coleridge's encouragement ; like Coleridge in 
the 'Allegoric Vision' a dream for Keats is not an end in itself, 
but rather the vehicle for a definite purpose.
J.L. Lowes* has tracked down the various sources of Moneta's 
Temple to no less than six, i.e. Plutarch's 'Life of Pericles',** 
John Potter's Archaeologia Craeca, a review of Captain Henry 
Light's Travels in Egypt, Nubia, Holy Land ... in the Year 1814 
in The Quarterly for April 1818, an article entitled 'A View of 
the Fine Arts among the Ancients' in Annals of the Fine Arts for 
July 1819, Southwell's Bible and Dante's purgatorio. But 
Coleridge's contribution should not be ignored. In his 'Allegoric 
Vision' the Temple of Superstition is described as a 'large and 
gloomy pile'. Perhaps in size and gloomy atmosphere Keats' 'old
* J.L. Lowes, 'Moneta's Temple', P.M.L.A., LI, December 1956.
** This particular one is however questionable. See chapter 
on 'Keats and Byron'.
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sanctuary* corresponds to it. Then Coleridge's Temple is said 
to be 'crowded with tawdry ornaments'. That is also a feature of 
Moneta's Temple:
Upon the marble at my feet there lay 
Store of strange vessels, and large draperies, 
> . . . . •
All in a mingled heap confus'd there lay 
Robes, golden tongs, censer, and chafing dish.
Girdles, and chains, and holy jewelries — *
In Coleridge's Temple there is a 'vast idol,framed of iron bars 
intercrossed, which formed at the same time an immense cage, and 
the shape of human Colossus'. In Keats' Temple there is also
An image, huge of feature as a cloud.**
In vastness at least Keats' image is comparable to Coleridge's 
idol. In both Coleridge and Keats there is mention of the act 
of worship. Before the Goddess in the Temple of Superstition 
the narrator 'prostrated' himself. So did Keats before 
Moneta:
'Shade of Memory!'
Cried I, with act adorant at her feet.***
* The Fall of Hyperion, I, 72-80
** Ibid. , 1 , 88.
*** Ibid. , I, 282-5.
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In Coleridge's Temple there are 'inscriptions on the walls 
I could read them, methought; hut though each one of the words 
taken separately I seemed to understand , yet when I took them 
in sentences, they were riddles and incomprehensible'. Keats 
is bewildered by similar mysteries; he speaks of his 'mind's 
film'* which needs to be purged off. The same incomprehensibility 
is again stressed:
The lofty theme 
At those few words hung vast before my mind ,
With half unravel'd web.**
Perhaps, even Keats' idea of a temple for Moneta is derived from 
Coleridge, though the precise structure of it may come from some 
other sources.
Coleridge's description of the woman named Religion may 
also have played a part in the creation of Moneta. Mnemosyne, 
counterpart of Moneta in the first version of Hyperion, is 
described only vaguely as an 'awful Goddess'. In the Fall 
Moneta is given a fuller treatment. Let us first turn to 
Coleridge's Religion: 'a woman, tall beyond the stature of mortals, 
and with a something more than human in her countenance and mien,
* Ibid. , I, 145-
** Ibid. , I, 306-8.
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which yet could by mortals be only felt, not conveyed by words 
or intelligibly distinguished. Deep reflection, animated by 
ardent feelings, was displayed in them; and hope, without its 
uncertainty, and a something more than all these, which I 
understand not; but which yet seemed to blend all these into 
a divine unity of expression. Her garments were white and 
matronly, and of the simplest texture.* Compare Keats* 
description of Moneta;
The tall shade veil'd in drooping white 
Then spake, so much more earnest ••• *
But for her eyes I should have fled away.
They held me back, with a benignant light,
Soft-mitigated by divinest lids
Half closed, and visionless entire they seem'd
Of all external things.**
Moneta and Religion have four features in common; first, they 
are both tall; second, white is the colour of Religion's garments 
and that of Moneta's drooping linens; third, both are graced by 
a divine expression; and lastly, both are found in deep reflection, 
for Moneta's eyes seem 'visionless entire' of 'all external things'. 
But perhaps the most remarkable resemblance is between Moneta's 
power and that of Religion. As Religion enables her followers to
*Ibid., I, 194-5.
** Ibid. , I, 264-8.
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command the whole of the Valley of Life from an eminence and 
even to see beyond its limits, so does Moneta enable the poet 
to witness the fall of Saturn;
'Shade of Memory!'
Cried I, with act adorant at her feet,
'By all the gloom hung round thy fallen house.
By this last Temple, by the golden age.
By great Apollo, thy dear foster child,
And by thyself, forlorn divinity.
The pale Omega of a wither'd race.
Let me behold, according as thou said'st.
What in thy brain so ferments to and fro.'—
No sooner had this conjuration pass'd 
My devout lips; than side by side we stood,
(Like a stunt bramble by a solémn pine)
Deep in the shady sadness of a vale, etc.*
The means by which Keats finds himself transported^the vale may ^ to 
be different from that by which Coleridge believes one is able 
to see beyond the limits of the Valley of Life, yet Moneta's
power in doing so is almost identical with that of Religion.
And significantly Keats does see something beyond the limits 
of the Valley of Life.
* Ibid. , I, 282-94.
Chapter Two
KEAOB M D  SCOTT
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Keats wrote Meg Merrilies during his Scotch tour with 
Brown in 1818, and what naturally comes first to one's mind 
in a study of Keats' relationship with Scott is perhaps this 
ballad. But as Brown records,* Keats had not read Guy Mannering; 
it was Brown who told him the story, as they walked through 
that delightful part of Kirbudbrightshire over Solway Firth, 
supposed to be the scene of Scott's novel. While there is no 
doubt that Keats ingeniously caught the spirit of the gipsy 
figure in that fine ballad, we have no evidence that Keats 
read Scott's novels with any such enthusiasm as to influence 
his poetry. He spoke of them with indifference: 'I forget 
whether that fine thing of the Sargeant is Fielding's or Smollets 
but it gives me more pleasure that [sic J the whole Novel of 
the Antiquary.'** Keats, however, could not live long enough 
to read many of these novels even if he wanted to; and who knows 
if he might not change his mind about them. While he lived, 
Scott's poems were enough wonders for him. In fact, he might not 
know the authorship of the Waverley novels, when it was only 
guessed but not yet publicly acknowledged. In his letter to his
* Cf. Charles A. Brown, Life of John Keats, ed. D.H. Bodurtha 
and W.B. Pope, 1957, P-4-9*
** Letter to George and Thomas Keats, 5 January 1818.
267
brothers George and Tom of 5 January 1818, where he compared 
these novels with those of SmoTett, he did mention Scott's name. 
But about a year later he wrote to George and Georgiana, as if 
Scott and the author of the Scotch novels were two distinct 
persons: 'We have seen three literary kings in our Time —
Scott —  Byron —  and then the scotch novels.'* To Keats Scott 
was a poet, author of The Lay of the Last Minstrel (1805),
Marmion (1808), The Lady of the Lake (1810), The Vision of Don 
Roderick (1811), Rokeby (I8I3), The Bridal of Triermain (1813), 
The Lord of the Isles (I8I5), and Harold the Dauntless (I8I7)
—  all, with the exception of the last one, published before 
Keats' I8I7 Poems. And as a poet Scott will figure in the 
present study.
With his poems Scott perhaps did more than anyone to 
popularize romance: His Lay of the Last Minstrel was greeted as 
a refreshing breeze at the turn of the century. Jeffrey bestowed 
on it the honour of the first article in The Edinburgh Review 
for April 1805# The novel character of this poem did not escape 
the observation of the sharp-eyed critic, who opened his review 
with these words: 'We consider this poem as an attempt to 
transfer the refinements of modern poetry to the matter and the
* Letter to George and Georgiana Keats, I6 Dec. 1818-4 January 
1819.
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manner of the antient metrical romance*; and he at once found 
in it * a species of poetry which was once the delight of the 
courtly, hut has long ceased to gladden any other eyes than 
those of the scholar and the antiquary*. He then continued: 
'This is a romance, therefore, composed hy a minstrel of the 
present day.' The Lay was an immediate success: on Lockhart's 
authority,* its sale, hy legitimate trade alone, amounted to 
nearly forty-four thousand copies before the edition of 1830, 
to which Scott prefixed his biographical introductions. By its 
popular demand the poem created history for Britain's poetical 
publications.
In popularizing romance Scott paved the way not only for 
Byron but also for Keats' narrative poems. Though the word 
romance, for Keats as for Coleridge or Peacock, had meanings 
extended beyond and outside Scott's range, yet, as Elton rightly 
says, Scott 'leads us close up to those meanings'.** In his 
Introduction to the first edition of The Bridal of Triermain,' 
published at first anonymously in order to mislead public opinion 
to ascribe its authorship to his friend William Erskine, but soon 
under the real author's name, Scott defines metrical romance
* Cf. J.G. Lockhart, Memoirs of the Life of Sir Walter Scott, 
Bart., 1837-8, ch. xiii.




According to the author’s idea of Romantic poetry as 
distinguished from Epic, the former comprehends a fictitious 
narrative, framed and combined at the pleasure of the writer; 
beginning and ending as he may judge be^t; which neither exacts 
nor refuses the use of supernatural machinery; which is free 
from the technical rules of the Epée ; and is subject only to those 
which good sense, good taste, and good morals, apply to every 
species of poetry without exception. The date may be in a 
remote age, or in the present; the story may detail the adventures 
of a prince or of a peasant. In a word, the author is absolute 
master of his country and its inhabitants, and everything is 
permitted to him, excepting to be heavy or prosaic.
Scott advocates the writing of romance as opposed to epic, 
the purpose of Homer who selected the siege of Troy as the most 
appropriate subject for poetry was ’to write the early history 
of his country,’ says Scott; and though the general accuracy 
of his narrative or his real purpose in composing it may be 
open to question, yet his work is ’of an historical, not of 
an allegorical nature’. However, since historical events are 
seldom fit for poetical treatment unless in the hand of a genius 
like Homer, poets of the day are urged by critics ’to adopt or 
invent a narrative in itself more susceptible of poetical ornament, 
and to avail themselves of that advantage in order to compensate, 
in some degree, the inferiority of genius’. Scott believes that
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’narrative poetry, if strictly confined to the great occurrences 
of history, would be deprived of the individual interest which 
it is so well calculated to excite’. He then proposes that 
’the fate of an individual soldier in combat’ or ’the happiness 
of two lovers raised from misery and anxiety to peace and union’ 
would be more likely to rouse popular response:
Modern poets may therefore be pardoned in seeking simpler 
subjects of verse, more interesting in proportion to their 
simplicity. Two or three figures, well grouped, suit the artists 
better than a crowd, for whatever purpose assembled. For the 
same reason, a scene immediately presented to the imagination, 
an,d directly brought home to the feelings, though involving 
the fate of but one or two persons, is more favourable for 
poetry than the political struggles and convulsions which influence 
the fate of kingdoms. The former are within the reach and 
comprehension of all, and, if depicted with vigour, seldom 
fail to fix attention: the other, if more sublime,are more 
vague and distant, less capable of exciting those sentiments 
which it is the very purpose of poetry to inspire. To generalize 
is always to destroy effect. We would, for example , be more 
interested in the fate of an individual soldier in combat, than 
in the grand event of a general action; with the happiness of 
two lovers raised from misery and anxiety to peace and union, 
than with the successful exertions of a whole nation.
Apart from Scott’s interest in chivalry or war, which, as 
we have seen, Keats rather follows Wordsworth in discrediting, 
we may notice two significant points. First, Scott’s preference
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of *a scene immediately presented to the imagination, and 
directly brought home to the feelingfe* over the ’political 
struggles and convulsions which influence the fate of kingdoms’ 
may have helped to create a literary climate favourable to the 
writing of such poems as Isabella and The Eve of St. Agnes. 
Secondly, Keats* exaltation of love may have been as much indebted 
to Scott as to Chaucer, Spenser or Shakespeare.
It is perhaps impossible to underrate the influence of 
Scott’s poems on his contemporaries. In spite of Leigh Hunt’s 
rather scornful reference to him in The Feast of the Poets,*
Byron in his dedicatory letter to Moore "in The Corsair paid 
public tribute to the ’fertile and mighty genius’ of Scott, even 
before the appearance of his first novel. Shelley prefixed to 
the ninth chapter of his work Zastrozzi, a romance, and the 
twelfth chapter of The Rosicrucian, also a romance, this line 
from The Lay of the Last Minstrel:
For love is heaven, and heaven is love.
All Keats’ narrative poems are in a way love-poems, however 
divergent their plots and backgrounds may be. In exalting 
\ romance and^love element in romance Scott may then have set an 
example for his younger contemporaries to follow.
* Leigh Hunt’s rather irreverent lines were omitted in the 
I832 and later editions of the poem. In his Autobiography he 
admitted his injustice to Scott all because of a passage or even 
a word in Scott’s edition of Dryden’s Works. (Cf. Hunt’s 
Autobiography, ch. xii).
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The Lay of the Last Minstrel in fact deals with 'the happiness 
of two lovers raised from misery and anxiety to peace and union'. 
Like Romeo and Juliet it is about the love of two young people 
between whose families there subsists a deadly feud; but unlike 
Romeo and Juliet it is brought to a happy ending, through 
unexpected fulfilment of the conditions as foretold by preter­
natural agents. The planets, they say, will deign to shower 
no kind influence on Teviot's tide and Branksome's tower
Till pride be quell'd and love be free.
The poem is concluded with Margaret's union with Cranstoun.
Although Keats in The Eve of St. Agnes may have been influenced 
by Shakespeare, in its happy ending it' is really closer to 
The Lay than to Romeo and Juliet. That may be an interesting 
case of similarity.
One revolutionary aspect of Scott's work which also 
influenced Keats and,indeed,many subsequent writers, including 
Dickens, Balzac and Hugo, is his local truth of colouring, seen 
first in his poems and later in his historical novels. The Lay 
of the Last Minstrel is intended, as the poet professes in the 
prefatory Note, 'to illustrate the customs and manners which 
anciently prevailed on the Borders of England and Scotland*.
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Its emphasis is on the 'description of scenery and manners' 
rather than on a 'combined and regular narrative'. Thus we 
are always made §ware of the time and the place —  of the epoch 
of knightly daring and feudal hostility, and of the country 
where the Teviot winds its silver course or the Tweed is heard 
to roar in the distance, with Melrose Abbey always in the 
background. Pains are taken to introduce this feeling of an 
epoch in the opening of the first canto:
hine-and-twenty knights of fame
Hung their shields in Branksome hall;
Nine-and-twenty squires of name
Brought them their steeds to bower from stall; 
Nine-and-twenty yeomen tall 
Waited, duteous, on them all:
They were all knights of mettle true.
Kinsmen to the bold Buccleuch.
Ten of them were sheath'd in steel.
With belted sword, and spur on heel:
They quitted not their harness bright.
Neither by day, nor yet by night :
They lay down to rest.
With corslet laced, 
pillow'd on buckler cold and hard;
They carv'd at the meal
With gloves of steel.
And they drank the red wine through the helmet barr'd.
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Ten squires, ten yeomen, mail-clad men.
Waited the heck of the warders ten:
Thirty steeds, both fleet and wight,
Stood saddled in stable day and night,
Barb'd with frontlet of steel, I trow.
And with Jedwood-axe at saddlebow;
A hundred more fed free in stall:
Such was the custom of Branksome Hall.*
And 'fair Melrose' is introduced in pale moonlight in the opening 
of the second canto:
If thou would'st view fair Melrose aright,
Go visit it by the pale moonlight;
For the gay beams of lightsome day 
Gild, but to flout,the ruins grey.
When the broken arches are hack in night.
And each shafted oriel glimmers white;
When the cold light's uncertain shower
>
Streams on the ruin'd central tower;
When buttress and buttress, alternately.
Seem fram'd of ebon and ivory;
When silver edges the imagery.
And the scrolls that teach thee to live and die;
When distant Tweed is heard to rave,
And the owlet to hoot o'er the dead man's grave.
Then go —  but go alone the while —
Then view St. David's ruin'd pile;
And, home returning, soothly swear,
Was never scene so sad and fairI**
* The Lay of the Last Minstrel, I, iii-vi
** Ibid. , II, i.
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Jeffrey in his review of the poem in The Edinburgh admitted
that Scott had 'exhibited a very striking and impressive
picture of the old feudal usages and institutions'. George
Ellis, who shared his opinion with Prere about the poem, on the
whole agreed with the Edinburgh critique, and wrote to Scott:
'We say that the Lay of the Last Minstrel is a work sui generis,
written with the intention of exhibiting what our old romances
at
do indeed exhibit in point of fact, but incidently, and often 
without the wish, or rather contrary to the wish of the author; 
viz. the manners of a particular age; and that therefore, if it 
does this truly, and is at the same time capable of keeping the 
steady attention of the reader, it is so far perfect.'* In 
spite of the complaint of obscurity and a want of harmony, Dorothy 
Wordsworth, who, together with her brother William, had met Scott 
before the publication of the poem, also said; 'I like the 
beginning exceedingly, the introduction of the Minstrel, and 
the Costume of Branksome Hall ... His local attachments are \ 
more strong than those of any person I ever saw —  his whole 
heart and soul seem to be devoted to the Scottish Streams,
Yarrow and Tweed, Teviot and the rest of them, of which we hear 
in the Border Ballads.'**
* Cf. Lockhart, op.cit., ch. xiii.
** D.Wordsworth's letter to Lady Beaumont, 4 May 1805
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The time of the story is about the middle of the sixteenth 
century; and a comparison of Scott with Spenser, who was writing 
near that time, will reveal the revolutionary character of the 
romance Scott created. The older poets, writing about their 
own period and their own. country, generally took description 
for granted: for them there was no need to cast a backward 
glance at the abysm of time. The Canterbury pilgrims may give 
a truer picture of the England in the fourteenth century than 
any modern historian, but since Chaucer was speaking to his 
contemporaries, he made no distinct effort to produce the 
impressions of an age: that they do exist for us is due more to 
accident than design. And what importance did Shakespeare 
attach to local truth of colouring? Even his histories are more 
of a parade of characters than a description of the customs and 
manners of a particular age; and Hamlet's Denmark or Julius 
Caesar's Rome could well be Shakespeare's England, because for 
Shakespeare scenic setting was non-existent.*
* Hazlitt made this interesting comparison of Scott with 
Shakespeare, which, however, appeared too late for Keats to see: 
'No one admires or delights in the Scotch Novels more than I do; 
but, at the same time, when I hear it asserted that his mind is 
of the same way, ^ confess I cannot assent to it. No two things 
appear to me more different. Sir Walter is an imitator of nature, 
and nothing more; but I think Shakespeare is infinitely more
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Percy's Reliques, which is generally thought to have 
influenced Scott and does provide in a primitive form the concept 
of a metrical romance, allows little room for description of
than this. The creative principle is everywhere restless and 
redundant in Shakespeare, both as it relates to the invention 
of feeling and imagery; in the author of Waverley it lies for 
the most part dormant, sluggish, and unused. Sir Walter'd mind 
is full of information, but the 'o'er informing power' is not 
there. Shakespeare's spirit, like fire, shines through him;
Sir Walter's, like a stream, reflects surrounding objects.
It is true, he has shifted the scene from Scotland into England 
and France, and the manners and characters are strikingly English 
and French; but this does not prove that they are not local, and 
that they are not borrowed, as well as the scenery and costume, 
from comparatively obvious and mechanical sources. Nobody from 
reading Shakespeare would know (except from the Dramatis Personae) 
that Lear was an English king. He is merely a king and a father. 
The ground is common; but what a well of tears has he dug out 
of it! The tradition is nothing, or a foolish one. There are 
no data in history to go upon; no advantage is taken of costume, 
no acquaintance with geography, or architecture, or dialect is 
necessary; but there is an old tradition, human nature —  an 
old temple, the human mind -- and Shakespeare walks into it 
and looks about him with a lordly eye, and seizes on the sacred 
spoils as his own. The story is a thousand or two years old, 
and yet the tragedy has no smack of antiquarianism in it.'
(From 'Scott, Racine, and Shakespeare' in The Plain Speaker).
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scenery and manners, and where a narrative is concerned its 
purpose is to make clear the course of the event. The Ancient 
Ballad of Chevy Chase, for example, plunges at once into the 
story;
The Perse owt of Northomharlande.
And a vowe to God mayd he,
That he wolde hunte in the mountayns 
Off Chyviat within dayes thre,
In the mauger of doughte Dogles,
And all that ever with him he.
Coleridge's Christahel also influenced Scott's Lay,* and
* Dorothy Wordsworth wrote to Lady Beaumont on 27 October 
1805; 'The resemblance between certain parts of the Lay of the 
Last Minstrel and Christabel must strike everyone who is acquainted 
with the two poems, and I fear it is to be accounted for by 
Mr Scott's having heard Christabel repeated more than once.
I believe that he is entirely unconscious of the imitation, that 
is, that having been exceedingly delighted with C's poem he was 
led by it insensibly into the same path, and, egen when the words 
are the very same (which they are in one or two places) I believe 
he is equally ignorant of it.' Southey also wrote to Wynn about 
the resemblance; 'The beginning of the story is too like 
Coleridge's Christobell, which he [Scott] had seen; the very 
line, "Jesu Maria, shield her well!" is caught from it. When 
you see the Christobell, you will not doubt that Scott has 
imitated it; I do neb think designedly, but the echo was in his
279
since both poems are supposed to contain elements of medievalism, 
it is not without some interest to see where their difference 
lies. Clearly Coleridge's intention in adopting a medieval 
background is not to describe ancient customs and manners, but 
to create an 'atmosphere', as the opening lines show:
ear, hbt for emulation, but propter amorem. This only refers to 
the beginning, which you will perceive attributes more of magic 
to the lady than seems in character with the rest of the story.' 
(Life and Correspondence, II, 316).
Scott acknowledged his debt to Coleridge in his Introduction 
to the I85O edition of The Lay: 'I was already acquainted with 
the "Joan of Arc," the "thalaba," and the "Metrical Ballads" of 
Mr. Southey, which had found their way-to Scotland, and were 
generally admired. But Mr. Stoddart, who had the advantage of 
personal friendship with the authors, and who possessed a strong 
memory with an excellent taste, was able to repeat to me many 
long specimens of their poetry, which had not yet appeared in 
print. Amongst others,was the striking fragment called Christabel, 
by Mr. Coleridge, which, from the singularly irregular structure 
of the stanzas, and the liberty which it allowed the author to 
adapt the sound to the sense, seemed to be exactly suited to such 
an extravaganza as I meditated on the subject of Gilpin Horner.
As applied to comic and humorous poetry, this mescolanza of 
measures had been already used by Anthony Hall, Anstey, Dr.Wolcott, 
and others; but it was in Christabel that I first found it used 
in serious poetry, and it is to Mr. Coleridge that I am bound to 
make the acknowledgment due from the pupil to his master.'
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' T i s  t h e  m i d d l e  o f  n i g h t  b y  t h e  c a s t l e  c l o c k ,
A n d  t h e  o w l s  h a v e  a w a k e n e d  t h e  c r o w i n g  c o c k ;
T u  - -  w h i t !  --------  T u  - -  w h o o l
A n d  h a r k ,  a g a i n ! ,  t h e  c r o w i n g  c o c k .
H o w  d r o w s i l y  i t  c r e w .
S i r  D e c l i n e ,  t h e  B a r o n  r i c h .
H a t h  a  t o o t h l e s s  m a s t i f f  b i t c h ;
F r o m  h e r  k e n n e l  b e n e a t h  t h e  r o c k  
S h e  m a k e t h  a n s w e r  t o  t h e  c l o c k .
F o u r  f o r  t h e  q u a r t e r s ,  a n d  t w e l v e  f o r  t h e  h o u r ;
E v e r  a n d  a y e , b y  s h i n e  a n d  s h o w e r ,
S i x t e e n  s h o r t  h o w l s ,  n o t  o v e r  l o u d ;
S o m e  s a y ,  s h e  s e e s  m y  l a d y ' s  s h r o u d .
C o l e r i d g e  i s  m o r e  i n t e r e s t e d  i n  t h e  o w l s ,  t h e  c r o w i n g  c o c k  a n d  
t h e  m a s t i f f  b i t c h ,  w h i c h  i s  j u s t l y  f a m o u s ,  t h a n  i n  S i r  D e c l i n e
a n d  t h e  c a s t l e ,  m e n t i o n e d  a s  t h e y  s e e m  b u t  i n  p a s s i n g ,  b e c a u s e
w h i l e  t h e  f o r m e r ,  h o w e v e r  u n r e l a t e d  t o  m e d i e v a l  c u s t o m s  a n d  
m a n n e r s ,  a r e  i n s t r u m e n t a l  t o  t h e  c r e a t i o n  o f  t h e  ' a t m o s p h e r e ' ,  
a  f u l l  d e s c r i p t i o n  o f  t h e  B a r o n  a n d  h i s  c a s t l e  n o t  o n l y  w o u l d  
s e r v e  n o  s u c h  p u r p o s e  b u t  w o u l d  p r o b a b l y  d e s t r o y  t h e  e f f e c t .
L e t  u s  h a v e  a  f u r t h e r  q u i c k  g l a n c e  a t  t h e  l o c a l  t r u t h  o f  
c o l o u r i n g  i n  S c o t t ' s  o t h e r  m a j o r  p o e m s  b e f o r e  w e  t u r n  t o  e x a m i n e  
h o w  h i s  e n t h u s i a s m  f o r  i t  m a y  h a v e  a f f e c t e d  K e a t s '  w o r k .  M a r m i o n  
i s  a  ' t a l e  o f  F l o d d e n  F i e l d ' .  T h e  c e r e m o n i a l  p o m p  o f  M a r m i o n ' s  
e n t r a n c e  i n t o  N o r h a m ' s  C a s t l e  i n  t h e  f i r s t  c a n t o  a n d  t h e  B a t t l e
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of Flodden Field in the last canto are so minutely and truthfully 
described that they justify Scott's reputation in having 
introduced the feeling of an age into poetry. The Lady of the 
Lake provides a picture of the ancient customs and manners of 
the Highland clansmen in the time of King James. About this 
poem Scott wrote in the Introduction to the I83O edition:
'I took uncommon pains to verify the accuracy of the local 
circumstances of this story. I recollect, in particular, that 
to ascertain whether I was telling a probable talei, I went into 
Perthshire, to see whether King James could actually have ridden 
from the banks of Loch Vennachar to Stirling Castle within the 
time supposed in the Poem, and had the pleasure to satisfy myself 
that it was quite practicable.' There is undoubtedly much local 
truth of colouring in this poem, as the description of the 
ancient method of clansmen's gathering will make this apparent:
Yet live there still who can remember well,
How, when a mountain chief his bugle blew.
Both field and forest, dingle, cliff, and dell.
And solitary heath, the signal knew;
And fast the faithful clan around him drew,
What time the warning note was keenly wound,
What time aloft their kindred banner flew.
While clamorous war-pipes yell'd the gathering sound.
And while the Fiery Cross glanced, like a meteor, round.*
* The Lady of the Lake, III, i.
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I n  R o k e b y  S c o t t  d e s c e n d s  t o  t h e  s o b e r  a n n a l s  o f  t h e  s e v e n t e e n t h  
c e n t u r y ;  t h e  C a v a l i e r s  a n d  R o u n d h e a d s  b e i n g  s u m m o n e d i  u p  t o  
i n h a b i t  t h a t  b e a u t i f u l  r e g i o n  n e a r  G r e t a  B r i d g e  i n  Y o r k s h i r e .
T h e  p o e m  i s  p a r t l y  a n  a t t e m p t  t o  r e - c r e a t e  t h e  h i s t o r y  o f  t h a t  
p e r i o d .  I n  T h e  L o r d  o f  t h e  I s l e s ,  a  p o e m  a b o u t  t h e  B r u c e ' s  
s t o r y ,  w h i c h  i s  m a i n l y  s e t  i n  t h e  S c o t t i s h  w e s t e r n  i s l e s ,  S c o t t  
h a s  w r i t t e n  w i t h  s u c h  l o c a l  t r u t h  o f  c o l o u r i n g  t h a t  t h e  
Q u a r t e r l y  r e v i e w e r  e x c l a i m e d ;  ' N o  w o r d s  c o u l d  h a v e  g i v e n  a  
t r u e r  p i c t u r e  o f  t h i s ,  o n e  o f  t h e  w i l d e s t  o f  N a t u r e ' s  l a n d s c a p e s . '  
S c o t t  d e s c r i b e s  t h e  m o u n t a i n  s c e n e r y  t h u s ;
N o r  t r e e ,  n o r  s h r u b ,  n o r  p l a n t ,  n o r  f l o w e r .
N o r  a u g h t  o f  v e g e t a t i v e  p o w e r ,  :
T h e  w e a r y  e y e  m a y  k e n . *
T u r n e r ,  w h o  w e n t  t o  t h e  s c e n e  f o r  t h e  p u r p o s e  o f  t a k i n g  a  
p i c t u r e  t o  i l l u s t r a t e  t h e  1 8 3 3  e d i t i o n  o f  t h e  p o e m ,  h o w e v e r ,  
j o c u l a r l y  d i s s e n t e d ;  f o r ,  w i t h o u t  o n e  o r  t w o  t u f t s  o f  g r a s s ,  
h e  m u s t  h a v e  b r o k e n  h i s  n e c k ,  h a v i n g  s l i p p e d  w h e n  t r y i n g  t o  
a t t a i n  t h e  b e s t  p o s i t i o n  f o r  h i s  p i c t u r e .
T h e  p a r t  S c o t t  p l a y e d  i n  K e a t s '  p o e t i c a l  d e v e l o p m e n t  i s  
p e r h a p s  b e s t  s e e n  i n  t h e  y o u n g e r  p o e t ' s  i n c r e a s i n g  a w a r e n e s s  o f
* The Lord of the Isles, III, xiv.
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t h e  i m p o r t a n c e  o f  l o c a l  t r u t h  o f  c o l o u r i n g ,  t o  w h i c h  h e  w a s  
a t  f i r s t  b l i n d .  H a z l i t t * s  c r i t i c a l  g u i d a n c e ,  I  b e l i e v e ,  h a d  
g r e a t  w e i g h t  w i t h  h i m .  E a r l y  i n  E n d y m i o n ,  w h i c h  i s  c a l l e d  ' a  
p o e t i c  r o m a n c e * ,  w e  a r e  g i v e n  n o  g r e a t e r  d e t a i l  o f  t h e  L a t m i a n s *  
c u s t o m s  a n d  m a n n e r s  t h a n  w h a t  c a n  b e  s u m m a r i z e d  i n  t h e  f a c t  
t h a t  t h e y  w e r e  s h e p h e r d s  a n d  s h e p h e r d e s s e s .  T h e r e  i s  i n d e e d  
s o m e  s u p e r f i c i a l  a t t e m p t  a t  a  p o r t r a y a l  o f  E n d y m i o n ' s  a p p e a r a n c e ,  
a s  b e f i t s  a  p o e t i c  r o m a n c e  o f  t h e  d a y :  E n d y m i o n  i s  s a i d  t o  b e  
' l i k e  G a n y m e d e  t o  m a n h o o d  g r o w n ' ,  h i s  g a r m e n t s  ' a  c h i e f t a i n  
k i n g ' s ' ;  a n d  t h o u g h  h e  i s  d e s c r i b e d  a s  h a v i n g  ' a  s i l v e r  b u g l e '  
h u n g  b e n e a t h  h i s  b r e a s t  a n d  ' a  b o a r - s p e a r  k e e n '  l y i n g  b e t w e e n  
h i s  k n e e s ,  n e i t h e r  t h e  b u g l e  n o r  t h e  b o a r - s p e a r  i s  o n c e  m a d e  
u s e  o f  i n  t h e  n a r r a t i v e .  T h e  s c e n i c  s e t t i n g  i s  a l s o  v a g u e .
L a t m o s  w i t h  i t s  f o r e s t ,  i v y  b a n k s ,  a n d  a  w i d e  l a w n ,  a n d  t h e  
' b o w e r y  i s l a n d ' ,  P e o n a ' s  f a v o u r i t e  h a u n t ,  w h e r e  s h e  q u i e t e d  
t h e  t r o u b l e d  E n d y m i o n  t o  ' s l u m b r o u s  r e s t '  —  a l l  t h e s e  c o u l d  
w e l l  b e  s c e n e s  f o u n d  i n  t h e  E n g l i s h  L a k e s .  D e  S e l i n c o u r t  s p e a k s  
o f  h o w  K e a t s  t r e a t s  n a t u r e  i n  t e r m s  o f  E n g l i s h  s c e n e r y :  ' t h e  
p e c u l i a r  c h a r m  o f  a n  E n g l i s h  s t r e a m  h a d  s o  d e e p l y  a f f e c t e d  h i s  
i m a g i n a t i o n  t h a t  e v e n  o f  t h e  r i v e r  N i l e  h e  c a n  o n l y  t h i n k  i n  
t e r m s  o f  w h a t  h e  h a s  h i m s e l f  s e e n  a n d  l o v e d :  -
T h o u  d o s t  b e d e w  
G r e e n  r u s h e s  l i k e  o u r  r i v e r s ,  a n d  d o s t  t a s t e
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The pleasant sun-rise. Green isles hast thou too,
And to the sea as happily dost haste.
The richness of his poetry might have led us to expect him to 
he arrested by the colour and magnificence of Oriental scenery.
Yet in the Ode to Sorrow the .gorgeous pageant of Bacchus and 
his crew is for him, as for the Indian maiden through whom he 
speaks, only a passing splendour -- it has no power to touch 
his heart. ... Phoebe has strayed far to seek her poet —  she 
has found him in an English wood.'* All this is true —  up to 
the writing of Isabella.
For early in 1818 Keats was attending Hazlitt's lectures 
on poetry. He wrote to Bailey on January 23rd; 'Hazlitt is 
lecturing on Poetry at the Surr fe] y institution —  I shall be 
there next Tuesday.' On the same day he wrote to his brothers 
George and Tom: 'I went last Tuesday, an hour too late, to 
Hazlitt's Lecture on poetry, got there just as they were coming 
out.' On February 14th he wrote to his brothers again: 'Hazlitt's 
last Lecture was on Thompson j sic ] Cowper and Crabbe, he praised 
Cowper and Thomson, but he gave Crabbe an unmerciful licking.'
His last mention of this series of Hazlitt's lectures, as far as 
as we know, is in his letter to his brothers of February 21st:
* De Selincourt, op.cit., pp.lxv-lxvi
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'I hear Hazlitt*s lectures regularly, his last was on Gray, 
Collins, Young &c., and he gave a very fine piece of discrimina­
ting Criticism on Swift, Voltaire, and Rabelais. I was very 
disappointed at his treatment of Chatterton. I generally meet 
with many I know there.* What is significant is that immediately 
after this he added in a tone of anticipation: 'Lord Byron's 
4th Canto is expected out, and I heard somewhere, that Walter 
Scott has a new Poem in readiness.' Keats' information about 
Scott was of course inaccurate, since after Harold the Dauntless 
(1817) Scott turned nearly his whole attention to the novel.
But his mention of Byron and Scott (followed by Wordsworth and 
Shelley) was probably prompted by the thought that Hazlitt's 
last lecture, after the next, on Burns, and the Old English 
Ballads, would be on the living poets; or more probably he was 
simply interested in Byron as well as Scott. It is therefore 
with some eagerness that he looked forward to what Hazlitt had to 
say about Scott.
Hazlitt's 'depth of taste' did not disappoint Keats, as his 
general comments on Scott rank with the best literary criticism 
in the English language. His comparison of Scott with other 
living poets is a brilliant piece of critical insight and is 
relevant to the present study. Hazlitt said:
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He [scott] is very inferior to Lord Byron in intense passion, 
to Moore in delightful fancy, to Mr. Wordsworth in profound 
sentiment: hut he has more picturesque power than any of them; 
that is, he places the objects themselves, about which they 
might feel and think, in a much more striking point of view, 
with greater variety of dress and attitude, and with more local 
truth of colouring.
Keats’ picturesque power has been much elaborated, and it is 
idle to conjecture whether he owes this aspect of his poetry 
more to Scott than to other predecessors such as Thomson and 
the pictorial school of the eighteenth century. But here is 
one thing Keats could learn from Scott more than from anybody: 
local truth of colouring.
Keats was projecting with Reynolds a joint volume of 
metrical versions from Boccaccio, and Keats had chosen the 
'Pot of Basil’. Now, for the first time, he consciously and 
seriously entertained the thought of giving his poem a local 
truth of colouring. His drawback was that he had not been to ^ 
Italy; the utmost he could do about geography is this brief 
description of the Arno:
So the two brothers and their murder’d man
Rode past fair Florence, to where Arno’s stream 
Gurgles through straiten’d banks, and still doth fan 
Itself with dancing bulrush, and the bream 
Keeps head against the freshets.
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Nevertheless, Isabella is given a fourteenth-century Italian 
historical setting as Keats thought appropriate to the story.
The^fourteenth-century Italy witnessed the rise of merchants, 
the lifeless little town of the feudal age having been transformed 
into busy headquarters of mercantile activities. For Florence 
and other places like Venice and Genoa commerce was already an 
affair of state, extending its influence to legislation.
Merchants were the founders of the most eminent families; merchants 
were the favourites of Popes and kings; merchants were the first 
and ablest diplomatists and the first ancestors of a new aristo­
cracy which reigned in much pomp in the fifteenth and sixteenth 
centuries. The fourteenth century was for Italy the golden 
ago of merchants and manufacturers. They frequented nearly 
every corner of the known world. These merchants and manufacturers 
organized ÿhemselves into mercantile societates, or ’companies’, 
a ’company’ normally with some adventurous and enterprising 
family as a nucleus. Such a ’company’ dealt in all kinds of ' 
goods, as in the poem the Florentine brothers are described as 
the owners of ’torched mines’, ’noisy factories’, ’marble founts’ 
and ’orange-mounts’; and at the same time as employers of those 
who took ’the rich-ored driftings of the flood’ and those who 
went ’all naked to the hungry shark’. Boccaccio, true to the 
convention of his day, gives only this straightforward account
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of the brothers, with no visible attempt at local truth of 
colouring:
In Messina there dwelt three young men, Brethren, and 
Merchants by their common profession, who becoming very Rich 
by the death of their Father, lived in very good fame and
repute. Their Father was of San Gemignano, and that (for ’they’)
had a Sister named Isabella, young, beautiful, and well condition’d
Keats expands the above into the following stanzas, transferring 
the scene from Messina to Florence , and reducing the number of 
Isabella’s brothers from three to two:
With her two brothers this fair lady dwelt.
Enriched from ancestral merchandize.
And for them many a weary hand did swelt 
In torched mines and noisy factories.
And many once proud-quiver’d loins did melt
In blood from stinging whip; —  with hollow eyes 
Many all day in dazzling river stood.
To take the rich-ored driftings of the flood.
For them the Ceylon diver held his breath.
And went all naked to the hungry shark;
Eod them his ears gush’d blood; for them in death 
The seal on the cold ice with piteous bark 
Lay full of darts; for them alone did seethe 
A thousand men in troubles wide and dark:
Half-ignorant, they turn’d an easy wheel.
That set sharp racks at work, to pinch and peel.
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Why were they proud? Because their marble founts 
Gush’d with more pride than do a wretch’s tears?—
Why were they proud? Because fair orange-mounts 
Were of more soft ascent than lazar stairs?—
Why were they proud? Because red-lin’d accounts 
Were richer than the songs of Grecian years?—
Why were they proud? again we ask aloud,
Why in the name of Glory were they proud?
Yet were these Florentines as self-retired 
In hungry pride and gainful cowardice,
As two close Hebrews in that land inspired, 
paled in and vineyarded from beggar-spies 
The hawks of ship-mast forests -- the untired 
And pannier’d mules for ducats and old lies-- 
Quick cat’s-paws on the generous stray-away,—
Great wits in Spanish, Tuscan, and Malay.
Keats has thus painted a truthful picture of the exploitations 
of the unscrupulous fourteenth-century Italian merchants. If it 
somehow jars with the rest of the poem, it may be looked upon 
as Keats’ rather clumiey attempt at giving the poem a proper 
setting, a local truth of colouring. That perhaps at least 
partly explains why tkByxaxe those stanz&s are there at all.
Keats realized that his attempt in Isabella was not a success. 
He was much happier with The Eve of St. Agnes; that there was much 
local truth of colouring he knew when he told Taylor long after
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he had completed it: *I wish to diffuse the colouring of St 
Agnes eve throughout a poem in which Character and Sentiment 
would he the figures to such drapery.** perhaps the title 
’The Eve of St. Agnes’ was selected not without a particular 
purpose, as when he promised to send The Pot of Basil, The Eve of 
St. Agnes and The Eve of Saint Mark to George and Georgiana he 
said: ’You see what fine mother Radcliff names I have —  it is 
not my fault —  I did not search for them.’** He did not search 
for these titles, because they were determined by their subjects. 
For The Eve of St. Agnes, in whatever way one may interpret it, 
is undeniably in one repect about the customs and manners of 
medieval England on St. Agnes’ Eve.
Keats was happier with The Eve of St. Agnes than with 
Isabella, not only because he knew more about England than 
Italy, but because someone before him had done a similar thing, 
to which he could make recourse. E.C. Pettet draws attention 
to the strong influence of Scott’s Lay of the Last Minstrel on 
Keats’ poem.*** If Keats did not actually consult Scott for 
more local truth of colouring, which his poem does exhibit, he 
at least had Scott in mind, as an examination of the poem will 
show what progress he made in setting the scene after the
* Letter to J. Taylor, 17 Nov. 1819.
** Letter to George and Georgiana Keats, 14 Feb.-3 May 1819*
*** E.C.Pettet, op.cit. , pp.18-29#
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fumbling of Isabella. It starts with a picture of medieval 
England, both indoors and outdoors, in the cold weather of 
January 2
St. Agnes’ Eve —  Ah, bitter chill it was!
The owl, for all his feather, was a-cold;
The hare limp’d trembling through the frozen grass,
And silent was the flock in wooDy fold:
Numb were the Beadsman’s fingers, while he told 
His rosary, and while his frosted breath,
Like pious incense from a censer old.
Seem’d taking flight for heaven, without a death, 
past the sweet Virgin’s picture, while his prayer he saith,
Keats has forgotten neither the time nor the place. With 
an old man praying beneath a Virgin’s picture, while incense 
burns in an old censer, the scene of an English medieval chapel 
is already outlined. In the next stanza Keats completes his 
portrayal of it:
His prayer he saith, this patient, holy man;
Then takes his lamp, and riseth from his knees,
A n d  b a c k  r e t u r n e t h ,  m e a g r e ,  b a r e f o o t ,  w a n ,
A l o n g  t h e  c h a p e l  a i s l e  b y  s l o w  d e g r e e s :
The sculptur’d dead, on each side, seem to freeze, 
Emprison’d in black, purgatorial rails:
Knights, ladies, praying in dumb orat’ries.
He passeth by; and his weak spirit fails 
To think how they may ache in icy hoods and mails.
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Scott has given even a fuller description of a medieval chapel 
in The Lay;
Again on the Knight look’d the Churchman old,
And again he sighed heavily;
(
e # $ * #
N o w ,  s l o w  a n d  f a i n t ,  h e  l e d  t h e  w a y .
Where, cloister’d rou^d, the garden lay;
The pillar’d arches were over their head,
And beneath their feet were the bones of the dead.
By a steel-clench’d postern door.
They enter’d now the chancel tall;
The darken’d roof rose high aloof
©n pillars lofty and light and small;
The key-stone, that lock’d each ribbed aisle.
W a s  a  f l e u r - d e - l y s ,  o r  a  q u a r t r e - f e u i l l e ;
The corbells were carv’d grotesque and grim;
And the pillars, with cluster’d shafts so trim.
With base and with capital flourish’d around.
Seem’d bundles of lances which garlands had bound.
Full many a scutcheon and banner riven.
Shook to the cold night-wind of heaven.
A r o u n d  t h e  s c r e e n e d  a l t a r ’ s  p a l e ;
A n d  t h e r e  t h e  d y i n g  l a m p s  d i d  b u r n ,
Before thy low land lonely urn,
0 gallant Chief of Otterburnel
And thine, dark Knight of L$ddesdalel*
* The Lay of the Last Minstrel, II, vii-x.
293
Keats* ’sculptur’d dead’ of knights and ladies may have been 
those he saw in Westminster Abbey or other English cathedrals; 
but it is interesting to observe that Scott in the passage quoted 
above also refers to such dead knights as ’gallant Chief of 
Otterburne’ and ’dark Knight of Liddesdale’.
Bridges complains about the ’machinery of the story’:
’This opens with four stanzas about an "ancient bedesman", who 
has personally nothing whatever to do with the tale; he provides 
contrast to the revelry, which he introduces by hearing it, and 
he also makes opportunity for describing his haunt in the chapel 
of the heroine’s castle: but the chapel is never used again.’* 
This is true. But it may be pointed out that Scott’s ’Churchman 
old’ personally also has nothing to do with the story, except 
to open Michael Scott’s tomb for his ’Mighty Book’ (and then, 
like Keats’ Beadsman, to die);** nor is Scott’s chapel, on which 
he has lavished much colour, used again in the poem. Is it not 
likely, then, that Keats’ introduction of the Beadsman and the 
chapel is part of his intention to describe medieval customs and 
manners, as Scott does, so as to give his story more local truth
* Bridges, op.cit. , p.49.
** Pettet notes the similarity between the Monk of St. Mary’s 
aisle and the ancient Beadsman. Or more probably the Beadsman 
is a composite picture, as Mr. Ridley suspects him to be. (Cf. 
Ridley, op.cit. , pp.112-3).
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of colouring? And they do form part of the 'drapery* which they 
enrich.
The feast introduced by the Beadsman serves the same 
purpose :
The ancient Beadsman heard the prelude soft;
And so it chanc’d, for many a door was wide,
From hurry to and fro. boon, up aloft.
The silver, snarling trumpets * gan to chide ;
The level chambers, ready with their pride,
Were glowing to receive a thousand guests:
The carved angels, ever eager-eyed,
Star'd, where upon their heads the cornice rests.
With hair blown back, and wings put cross-wise on their breasts
At length burst in the argent revelry,
With plume, tiara, and all rich array,
Numerous as shadows haunting fairily
The brain, new stuff'd, in youth, with triumphs gay
Of old romance.
Before the above, it may be noted, there appears in the two 
Woodhouse transcripts in the Crewe Collection an omitted stanza 
(struck through in the second one), which further reveals Keats' 
interest in the feast, however unrelated to the story it may be:
But there are ears may hear sweet melodies.
And there are eyes to brighten festivals.
And there are feet for nimble minstrelsies.
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And many a lip that for the red wine calls.-- 
Follow, then follow to the illumined halls,
Follow me youth -- and leave the eremite—
Give him a tear —  then trophied hanneral 
And many a brilliant tasseling of light 
Shall droop from arched ways this high baronial night.
Scott's description of a feast in The Lay provides a parallel;
The spousal rite were ended soon:
'Twas now the merry hour of noon.
And in the lofty arched hall 
Was spread the gorgeous festival.
• . . • •
Then rose the riot and the din.
Above, beneath, without, withinl-.
For, from the lofty balcony,
Hung trumpet; shalm, and psaltery:
Their clanging bowls old warriors quaff'd.
Loudly they spoke, and loudly laugh'd;
Whisper'd young knights, in tone more mild,
To ladies fair, and ladies smil'd.*
* The Lay of the Last Minstrel, VI, vi.
Both R.K.Gordon ('Notes on Keats' "Eve of St. Agnes"*, 
M.L.R. , XLI, 1946, pp.415-9) and Pettet note the similarity 
between Scott's lines,
from the lofty balcony,
Rung trumpet, shalm, and psaltery,
and Keats' lines.
Soon, up aloft.
The silver, snarling trumpets 'gan to chide.
296
The germ of the poem, however, was a piece of folk-lore, 
which could he easily woven into the story of porphyro and 
Madeline. Keats seized on it at once as an illustration of 
old English customs and a machinery for the development of the 
story. The folk-lore can he vaguely dated hack to the Middle 
Ages. Mother Bunch's Closet Newly Broke Open, an eighteenth- 
century little hook, which may have been seen by Keats,* 
starts with an account of the story of Mother Bunch —  who 
recommended the rite on St. Agnes' Eve —  as a figure in 
'ancient histories'. Brand's Observations on popular Antiquities, 
to which most commentators refer as a source, traces the origin 
of 'the popular Notions and vulgar Ceremonies of our own 
Nation' to 'the times when popery was our established Religion'.
At any rate, the folk-lore itself has a medieval outlook and 
undoubtedly suits the story well. With an effort to transport 
us to the Middle Ages Keats has described the ancient custom in 
these words:
They told her how, upon St. Agnes' Eve,
Young virgins might have visions of delight,
And soft adorings from their loves receive 
Upon the honey'd middle of the night.
If ceremonies due they did aright;
* Cf. Ridley, op.cit., pp.108-10
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As, supperless to bed they must retire,
And couch supine their beauties, lily white;
Nor look behind, nor sideways, but require 
Of Heaven with upward eyes for all that they desire.
Then, to give the maiden's chamber a proper medieval look, 
—  it is not adequate to describe it as 'silken, hush'd, and 
chaste' -- Keats struck upon the happy idea of giving it a 
Gothic window with stained glass. Such a window perhaps should 
be accounted rare in the nineteenth? century England, for even 
then it was antique; and with its stained glass of heraldries, 
saints, emblazonings, and a shielded scutcheon it somehow puts 
on a medieval air, whether authentic or not:
A casement high and triple-arch'd there was.
All garlanded with carven imageries
Of fruits, and flower, and bunches of knot-grass.
And diamonded with panes of quaint device.
Innumerable of stains and splendid dyes,
As are the tiger-moth's deep-damask'd wings;
And in the midst, 'mong thousand heraldries.
And twilight saints, and dim emblazonings,
A shielded scutcheon blush'd with blood of queens and kings,
It is noteworthy that Scott has also given a similar description 
of a window in the second canto of The Lay:
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The moon on the east oriel shone 
Through slender shafts of shapely stone,
By foliaged tracery combin'd;
Thou would*st have thought some fairy's hand 
'Twixt poplars straight the ozier wand,
In many a freakish knot, had twin'd;
Then fram'd a spell, when the work was done.
And chang'd the willow-wreaths to stone.
The silver light, so pale and faint,
Shew'd many a prophet, and many a saint.
Whose image on the glass was dyed;
Full in the midst, his Cross of Red 
Triumphant Michael brandished.
And trampled the Apostate's pride.
The moon-beam kiss'd the holy pane.
And threw on the pavement a bloody stain.*
Here, besides Keats' debt to Wordsworth and Mrs. Radcliffe,** 
it is perhaps impossible to overlook Scott's part. As pettet*** 
has shown, there is a remarkable similarity between these two 
passages: first, 'in both we have an elaborate description of 
a stained-glass window in a medieval building'; secondly,
'in both the moonlight is streaming through the window and 
casting a dominant red light —  in The Lay the "bloody stain" 
that marks the position of the tomb of Michael Scott, and in
* The Lay of the Last Minstrel, II, xi.
** Cf. pp.120-1.
*** Pettet, op.cit. , pp.19-20.
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The Eve of St. Agnes the "shielded scutcheon blush'd with blood 
of queens and kings" and the "warm gules" and "rose-bloom" 
thrown on Madeline'; and thirdly, 'each stanza is built on 
the same pattern: in each there is a description of the stone­
work of the window followed by a description of the coloured 
glass'. Pettet gives more evidence which I find less convincing; 
but since my purpose here is not so much to trace Keats' sources 
as to illustrate how Keats follows Scott in giving his story 
a proper medieval setting, 1 shall not further deal with them.
A s  t h e  s t o r y  d e v e l o p s ,  K e a t s  a l s o  t a k e s  c a r e  t o  p r o v i d e  
i t  w i t h  m e d i e v a l i s m  i n  s e v e r a l  p l a c e s .  I n  t h e  p a s s a g e  w h e r e  
t h e  b e l d a m e  A n g e l a  l e d  P o r p h y r o  ' t o  a  s a f e  p l a c e  i n  t h e  M a n s i o n  
i n  o r d e r  t o  a v o i d  t h e  ' w h o l e  b l o o d - t h i r s t y  r a c e '  t h e r e  i s  
s u g g e s t i o n  o f  m e d i e v a l  a r c h i t e c t u r e  a n d  c o s t u m e ,  a s  s e e n  i n  t h e  
' l o w l y  a r c h e d  w a y '  a n d  ' l o f t y  p l u m e ' :
He follow'd through a lowly arched way.
Brushing the cobwebs with his lofty plume.
This description may be borrowed from Mrs. Radcliffe,* or from 
Scott,** or from both. Scott's picture of William of Deloraine's
* Cf. Ridley, op.cit. , pp.127-9*
** Both Gordon and pettet have called attention to its 
resemblance to Scott.
500
passage, when he was led to the Monk of St. Mary's aisle, does 
provide a parallel, though it cannot he construed as an influence:
The arched cloister, far and wide,
Rang to thw warrior's clanking stride,
Till, stooping low his lofty crest,
He enter'd the cell of the ancient priest.*
After Porphyro had been acquainted with Madeline's purpose on 
St. Agnes' Eve, he became excited and begged Angela to take 
him to her chamber. In anticipating the meeting of Porphyro 
and Madeline Keats writes these two lines:
Never on such a night have lovers met,
Since. Merlin paid his Demon all the monstrous debt.
The diffiuulties of disentangling the implications of 'the 
monstrous debt' in the last line are almost insurmountable, and 
critics since Leigh Hunt have been rightly puzzled by the 
expression.** But the mention of Merlin, of Arthurian association, 
who figures prominently in medieval literature, is a stroke of 
genius and carries us im imagination at once to the Middle Ages, 
achieving the effect Keats intends. Then in Madeline's chamber 
Porphyro took up an ancient instrument, a 'hollow lute', and
* The Lay of the Last Minstrel, II,iii.
** Of. Ridley, op.cit. , pp.156-8.
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played an 'ancient ditty', called 'La belle dame sans mercy'. 
All this savours of medievalism:
Awakening up, he took her hollow lute,—
Tumultuous, —  and, in chords that tenderest be.
He play'd an ancient ditty, long since mute.
In Provence call'd, 'La belle dame sans mercy,'
Keats has been careful in giving his poem much local 
truth of colouring. His work is completed, when, towards the 
end of the poem, he supplies more of medieval customs and 
manners, such as the ferocity of the feudal lords, ready with
'spears', the use of a 'chain-droop'd lamp' (which may come
from; Coleridge), the hanging of arras, the night-watch of 
a porter, now drunk, and the practice of keeping a bloodhondd 
at the castle door:
She hurried at his words, beset with fears.
For there were sleeping dragons all around.
At glaring watch, perhaps, with ready spears—
Down the wide stairs a darkling way they found.—
In all the house was heard no human sound.
A chain-droop'd lamp was flickering by each door;
The arras, rich with horseman, hawk, and hound. 
Flutter'd in the besieging wind's upro&r;
And the long carpets rose along the gusty floor. .
They glide, like phantoms, into the wide hall;
Like phantoms, to the iron porch, they glide;
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Where lay the Porter, in uneasy sprawl,
With a huge empty flaggon by his side:
The wakeful bloodhound rose, and shook his hide,
But his sagacious eye an inmate owns:
By one, and one, the bolts full easy slide:--.
The chains lie silent on the footworn stones;—
The key turns, and the door upon its hinges groans.
The carpets, as have been noticed, are an anachronism. But it 
may be observed that the circumstances of Porphyro's and 
Madeline's escape are rather similar to those when Margaret 
managed to steal out of the castle to meet Cranstoun, with also 
a bloodhound and a porter at the door:
Why does she stop, and look often around,
As she glides down the secret stair;
And why does she pat the shaggy blood-hound.
As he rouses him up from his lair;
And, though she passes the postern alone,
Why is not the watchman's bugle blown?*
Keats' last line from the passage just quoted.
The key turns, and the door upon its hinges grosn,
may also have been a reminiscence of this line from one of Scott's 
medieval scenes:
* The Lay of the Last Minstrel, II, xxvi. Both Gordon and 
Pettet note the resemblance between Keats' last stanza quoted 
and the passage from The Lay.
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The postern's hinges crash and groan.*
The fragment of The Eve of Saint Mark is written more or 
less in the spirit of The Eve cf St. Agnes, as D.G. Rossetti 
claims that it shows 'astonishingly real medievalism'. As to 
the setting Keats' intention is made clear, I think, first, in 
the lines composed in Rowley fashion, which Keats himself puts 
between the time of Gower and that of Chaucer,** and secondly, 
in the nature of the superstition upon which the poem is meant 
to be based, which, to be credible, demands a medieval setting.*** 
Obviously Keats intends to have the scene laid in a medieval 
cathedral town. However, as critics have pointed out, the poem 
is not altogether a faithful picture of the Middle Ages. For 
example, William Bell Scott, a painter and poet of the Shelley 
school, wrote in 1885: 'On reading the fragment it seems to me
* The Lord of the Isles, I, xxiv.
** Cf. letter to George and Georgiana Keats, 17-27 Sept. 1819*
*** About the superstition D.G. Rossetti notes: 'It was believed 
that if a person, on St Mark's Eve, placed himself near the 
church porch when twilight was thickening, he would behold the 
apparitions of those persons in the parish who were to be 
seized with any severe disease that year, go into the church.
It they remained there, it signified their death; if they came 
out again, it portended their recovery; and the longer or the 
shorter the time they remained in the building, the severer or 
less dangerous their illness. Infants, under age to walk, rolled 
in.' (From The Unseen World, p.72).
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impossible to resist the conclusion that the scene represented 
is of the present day. The dull and quiet Sunday evening 
represented is of our time in any cathedral town in England, 
not the Sunday evening of old when morning Mass was the religious 
observance, and the evening was spent in long-bow and popinjay 
games and practice. The weary girl sits at a coal fire with 
a screen behind her, a Japanese screen apparently.'* The 
anachronism probably arises from the fact that the knowledge 
Keats had of medieval England, which could be put into a poem, 
was already exhausted in The Eve of St. Agnes, so that when he 
came to The Eve of Saint Mark immediately after it he found he 
could say little more. That probably explains why he abandoned 
the fragment. Keats himself doubted if he would ever finish it: 
'I began a Poem call'd "The Eve of St Mark quite in the spirit 
of Town quietude. I think it will give you the Sensation of 
walking about an old county Town in a coolish evening. I know 
not yet whether I shall ever finish it.'** No one will suppose
* Cf. Colvin, op.cit. , p.440
Gittings (op.cit. , pp.90-1) suggests Isabella Jones' room 
in Gloucester Street as the source of Keats' description of 
Bertha's room, indirectly hinting at the modernity of the 
furniture described, since Mrs. Jones, according to Gittings, 
had an East Indian lacquer-work screen.
** Letter to George and Georgiana Keats, 17-2? Sept. 1819.
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that Keats was doubting his own poetical power, for at the time 
he wrote the letter he composed one of his finest poems, the 
ode To Autumn; what he doubted was probably his power of giving 
yet one more faithful picture of medieval England.* In straining
* Gittings (op.cit. , pp.91-2) gives different reasons for the 
fragmentary state of The Eve of Saint Mark, which I find not 
satisfactory enough. He says: 'It recreates, in order, the 
city of Chichester, the windows at Stansted, Mrs. Lacy's 
surroundings, Isabella's room, and Keats's reading of Chatterton 
with her. It is a fairly deliberate series of what we might 
call flash-backs, and these are done in literal detail. Keats 
does not transmute "particular circumstances" in Woodhouse's 
sense of immediate experience. ..It is a type of poetry that 
Keats seldom practised, the poetry of deliberate recollection.
Even its Wordsworthian simplicity is perhaps evidence that it 
was composed in a way generally foreign to Keats, more according 
to Wordsworth's doctrine of recollected emotion or experience.
It is a "made" poem, and it comes to an end when Keats has 
exhausted the impression out of which such a poem could be made 
-- five scenes from his recent life. When he had come to an end 
of these impressions, he came to the end of the poem. It could 
perhaps never have been finished.' Even if we take for granted 
that the poem does recreate those five scenes from Keats' recent 
life, we perhaps cannot so easily assume that Keats 'has exhausted 
the impressions out of which such a poem could be made'. For if 
Keats was a conscientious artist, which we have no doubt he was, 
could he not seek further impressions with a view to completing 
the poem?
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himself Keats turned more and more to the Coleridgean mode of 
lyrical enchantment, as we have seen, giving in consequence 
little local truth of colouring.
In Lamia Keats chose a setting with which he was no less
familiar than with medieval England. Cowden Clarke records
?4AJi\lUn^
his early interest in Tooke's^Polymetis; he read with enthusiasm 
Chapman's translation of Homer; and Severn notes his attitude 
to Greek polytheism as a 'religion of joy'. Wordsworth in 
The Excursion, of course, encouraged his use of Greek mythology, 
as we have seen; Leigh Hunt, too, in his Nymphs. Haydon, 
indirectly, made his contribution to Keqts' Greek studies.
Early in 1817 Keats was presented with a copy of Goldsmith's 
History of Greece 'from his ardent friend, B.H» Haydon'. And 
Haydon's triumph in bringing about recognition for the Elgin 
Marbles had created an era in the study of things Greek, as 
Annals of the Fine Arts, to which Haydon was a regular contributor, 
and of which Keats was most probably a reader,* acknowledged in 
its first number in 1816.** Above all, Keats himself possessed
* Keats' Ode to a Nightingale was first published in the 1819
volume of Annals of the Fine Arts.
** It was inscribed 'To the Select Committee of the Honourable
the House of Commons, who by duly estimating the value and
recommending the purchase of the Elgin Marbles to the British 
Legislature, have created an epoch in the history of their country'.
507
a copy of John Potter's Archaeologia Graeca, or the Antiquities 
of Greece.
Keats, having learned his lesson from Scott with success 
in The Eve of St. Agnes, now took great care to provide Lamia 
with a proper setting. It appears that the chief authority from 
which Keats derived his information was potter's Archaeologia 
Graeca. How closely Keats' description of ancient Greek customs 
and manners corresponds to that given hy potter has been 
demonstrated by Douglas Bush,* to whom I am indebted for most 
of the parallels concerning Lamia and Archaeologia Graeca.
But unlike Bush, if I may say so, I am concerned not so much 
with sources as with the authenticity of Keats' setting. And 
as for authenticity Potter's scholarly work, encyclopaedic in 
its wealth of information and widely trusted in the eighteenth 
and nineteeniih centuries, can be assumed to be a safe guide.
Keats takes uncommon pains to bring the world of ancient 
Greece into his poetry. Immediately before Lycius' appearance 
there are these lines:
Now on the moth-time of that evening dim 
He would return that way, as well she knew,
* D. Bush, 'Notes on Keats's Reading', P.M.L.A., L, 1955- 
Part of his material is incorporated into his Mythology and the 
Romantic Tradition in English Poetry, 1957> pp.ll5~5*
508
To Corinth from the shore; for freshly blew 
The eastern soft wind, and his galley now 
Grated the quaystones with her brazen prow 
In port Cenohreas, from Egina isle 
Fresh anchor'd; whither he had been awhile 
To sacrifice to Jove, whose temple there
Waits with high marble doors for blood and incense rare.*
From geographical accuracy to the custom of sacrifice to Zeus 
Keats has painted a true picture of ancient Greece on the 
limited space of a small canvas. The temple on Egina isle 
may be an invention of Keats, but it serves to explain why 
Lycius was travelling from Cenohreas to Corinth (something 
not supplied by Burton). .
As to costume, Lycius is described as being wrapped in a 
mantle and wearing sandals, in the manner of those illustrated
figures in Tooke's pantheon, or of those carved figures on a
Parthenon f r ^ z e ; but the description is done in the course of 
the narrative, as is cf ten the case in Scott's poems:
Lamia beheld him coming, near, more near—
Close to her passing, in indifference drear,
His silent sandals swept the mossy green;
So neighbour'd to him, and yet so unseen 
She stood: he pass'd, shut up in mysteries.
His mind wrapp'd like his mantle.**
* Lamia, I, 220-8.
** Ibid. , I, 257-42.
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In a * flash.-back ' Keats also takes his opportunity to 
provide more local truth of colouring; after Lamia had pretended 
to wonder how Lycius could so far miss seeing her in Corinth, 
she told him how she once saw him.
Where 'gainst a column he leant thoughtfully 
At Venus' temple porch, 'mid baskets heap'd 
Of amorous herbs and flowers, newly reap'd 
Late on that eve, as 'twas the night before 
The Adonian feast.*
That there is a temple of Venus in Corinth is mentioned by 
potter, who also describes the feast of Adonis, one of the 
numerous feasts celebrated by the ancient Creeks:
AAflNIA, AA^NEIA, was celebrated in most of the cities of 
Greece, in honour of Venus, and in memory of herobeloved Adonis.
The solemnity continued two days; upon the first of which certain 
images of picture® of Adonis and Venus were brought forth with 
all the pomp and ceremonies ... There were also carried along 
with them, shells filled with earth, in which grew several 
sorts of herbs, especially lettuces ... those herbs were only 
sown so long before the festival as to sprout forth and be green 
at that time.**
The most masterly picture of ancient Greek life in the poem, 
however, is the description of Corinth: a panorama of its 'populous
* Ibid. , I, 316-20.
** J. Potter, Archaeologia Graeca, 1808, I, 223-
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streets', Its architecture -- palaces, temples, and towers -- 
its people, and their night activities;
As men talk in a dream, so Corinth all.
Throughout her palaces imperial,
And all her populous streets and temples lewd.
Mutter'd, like tempest in the distance brew'd.
To the wide-spreaded night above her towers.
Men, women, rich and poor, in the cool hours,
Shuffled their sandals o'er the pavement white.
Companion'd or alone; while many a light 
Flared, here and there, from wealthy festivals.
And threw their moving shadows on the walls,
Or found them cluster'd in the corniced shade 
Of some arch'd temple door, or dusky colonnade.*
The above is perhaps as faithful a picture of Corinthian night 
life as could be painted in this limited space —  as faithful 
and as colourful, if not more complete, as Canaletto's or Guardi's 
pictures of Venice —  and is comparable to Poussin and Claude in 
their imaginative re-creation of historical scenes. In picturesque 
power perhaps nobody but Keats can surpass Scott among all his 
contemporaries. Keats's suggestion of the licentiousness of 
Corinth, particularly in the reference to 'temples lewd', is also 
based on information from Potter ; it is no mere poetical expedient. 
Potter gives the following account of Corinth;
* Lamia, I, 350-61.
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Corinth is remarkable for being a nursery of harlots, 
there being in that city a temple of Venus, where the readiest 
method of gaining the goddess's favour, was to present her 
with beautiful damsels, who from that time were maintained in 
the temple, and prostituted themselves for hire. We are told 
by Strabo, that there were no less than a thousand there at 
that time.*
The ancient Greek custom of marriage is also described 
with accuracy in Lamia;
It was the custom then to bring away 
The bride from home at blushing shut of day,
Veil'd, in a chariot, heralded along
By strewn flowers, torches, and a marriage song.
With other pageants.**
That follows rather closely Potter's factual account:
The bridegroom!'s garments were all dyed... both the married 
persons and their attendants were riehly adorned, according to 
their quality ... They were likewise decked with garlands of 
various herbs and flowers ...
The house where the nuptials were celebrated was likewise 
decked with garlands.
The bride was usually conducted in a chariot from her father's 
house to her husband's in the evening, that time being chosen 
to conceal her blushes.***
* Potter, op.cit., II, 304.
** Lamia, II, 106-10.
*** Potter, op.cit. , II, 280, 281, 281.
312
More ancient customs are given in the description of the 
banquet-room:
Of wealthy lustre was the banquet-room,
Fill'd with pervading brilliance and perfume:
Before each lucid panne1 fuming stood 
A censer fed with myrrh and spiced wood,
Each by a sacred tripod held aloft,
Whose slender feet wide-swerv'd upon the soft 
Wool-woofed carpets: fifty wreaths of smoke 
From fifty censers their light voyage took 
To the high roof, still mimick'd as they rose 
Along the mirror'd walls by twin-clouds odorous.
Twelve sphered tables, by silk seats insphered,
High as the level of a man's breast rear'd 
On libbard's paws, upheld the heavy gold 
Of cups and goblets, and the store thrice told 
Of Ceres' horn, and, in huge vessels, wine 
Come from the gloomy tun with merry shine.
Thus loaded with a feast the tables stood.
Each shrining in the midst the image of a God.*
This banquet-room, sumptuous though empty, in that the whole of 
Lamia's palace is really made of the stuff of air, is constructed, 
surprisingly, in true ancient Greek manners, as extracts from 
Potter's chapter on the ancient ceremonies at entertainments will 
show:
* Lamia, II, 173-90.
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And the room wherein the entertainment was made, was 
sometimes perfumed hy burning myrrh or frankincense, or with 
other odours.
The form [of tables] was round, if we may believe Mypleanus 
in Athenaeus, who reports, that the ancient Greeks made their 
tables, and several other things, spherical, in imitation of the 
world, which they believed to be of that figure.
... the beds covered with cloth or tapestry, according to 
the quality of the master of the house.
They [the tables] were also adorned with plates of silver, 
or other metals, and supported by one or more feet, curiously 
wrought, and called, after the name of some of the ancient 
heroes. Atlantes, Telamones, &c. The most common support of 
these tables was an ivory foot, cast in the form of a lion, a 
leopard, or some other animal.
... their cups were made of silver, gold, and other costly 
materials.
It was customary to place the statues of the gods upon the 
table.*
The customs of the guests' washing and anointing themselves 
before the entertainment, of their dressing in white, and of their 
being placed 'in order' are also truthfully described:
When in an antichamber every guest 
Had felt the cold full sponge to pleasure press'd,
By minist'ring slaves, upon his hands and feet.
And fragrant oils with ceremony meet
* Potter, op.cit., II, 382, 375-6, 372, 376, 388, 375.
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pour'd on his hair, they all mov'd to the feast 
In white rohes, and themselves in order placed 
Around the silken couches.*
The authenticity of these customs is established with a few 
quotations from Potter:
Before they went to an entertainment, they washed and 
anointed themselves, ... for it was thought very indecent to go 
thither defiled with sweat and dust, as Athenaeus hath observed 
from Aristotle. They who came off a journey were washed and 
clothed with apparel suitable to the occasion, in the house of 
the entertainer, before they were admitted to the feast.
Lastly it must not be omitted, that the feet, being most 
exposed to dust and filth, were^often washed and anointed than 
other parts of the body...
Lastly, after washing, the hands were perfumed with odours
The chief part# to which ointments were applied, was the
head.
During the entertainment, all the guests were apparelled in 
white, or some other cheerful colour...
It was customary, from the heroical ages downwardsfor the 
guests to be ranked according to their quality.**
The practice of having slaves at an entertainment, a true 
custom in ancient Greece, is also referred to:
Beautiful slaves, and Lamia's self, appear.***
* Lamia, II, 191-7.
** potter, cm.cit. , II, 364, 369, 365, 382, 519, 373. 
*** Lamia, II, 208.
315
Potter cites philo the Jew as saying:
that it was usual to procure most beautiful slaves to attend 
at entertainments, not so much for any service they were to do, 
as to gratify the eyes of the beholders,*
On the whole Lamia represents Keats' mature attempt with 
a high degree of local truth of colouring. Even the use of 
Greek mythology in the introductory lines is appropriate as a 
contrast between the world of mortal men and the world of immortal 
gods as conceived by the ancient Greeks themselves.
Real are the dreams of Gods, and smoothly pass 
Their pleasures in a long immortal dream.**
In contrast, Lycius' dream is not real. This contrast, however, 
is not just contrast, but contrast within a unity. For these 
gods are the gods the Greeks themselves worshipped: the world 
of Hermes and the world of Lycius, however diverse, belong to 
one unity, i.e. ancient Greece. Thus, these two worlds are 
linked and unifed by such devices as the references to Lycius* 
sacrifice to Zeus and to the Adonian feast, which, as homage 
mortals pay to immortals, serve to bridge the gap between the 
two worlds. (Of course. Lamia, a dubious figure who goes from
* Potter, op.cit., II, 587*
** Lamia, I, 127-8.
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one world to the other, serves the same purpose.) The 
introductory lines, seen in this light, give the poem depth, as 
if we were invited to enter not only the physical hut also the 
spiritual worlds of ancient Greece.
How much care Keats took to give his poems proper settings 
can he seen hy a comparison of Lamia with The Eve of St. Agnes. 
While the world of Lamia is pagan, that of The Eve of St. Agnes 
is Christian. However fond of classical mythology, Keats could 
not, without destroying the unity, make use of it in The Eve of 
St. Agnes; as a result there is no distinct classical allusion, 
not to say anything comparable to the long introductory passage 
in Lamia. 'Saintly imag'ries', rather than classical figures 
predominate: Madeline is compared to a 'splended angel' rather 
than a goddess, and porphyro called her 'my seraph fair', and 
himself 'a famish'd pilgrim'. In Lamia, on the other hand, 
there is no distinct biblical allusion, except perhaps the 
reference to 'old Adam's seed*', and even that is used to couple 
the classical allusion, 'Pyrrha's pebbles'. Instead, classical 
figures predominate: Nymphs and Dryads, Satyrs and Fauns, Thetis 
and Pluto, Bacchus and Mulciber come trooping in; Lycius is 
described as 'a young Jove with calm uneager face', and Lycius' 
first look at Lamia as 'Orpheus-like at an Eurydice'.
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Scott's nature-poetry, overshadowed hy his historical 
and antiquarian fame, is a dadly neglected part of his work.
Here I propose to examine Keats' nature-poetry in relation to 
that of Scott, because, after careful studies, it seems to me 
that, of all the contemporaries, Keats most resembles Scott in 
his description of the natural world (though there is not much 
evidence to indicate Scott's influence on Keats in tüis aspect;. 
Contemporary opinion, significantly, placed Scott high as a poet 
of nature. The British Critic, reviewing The Lord of the Isles 
in February 1815, paid this homage to Scott: 'We would bow with 
veneration to the powerful and rugged genius of Scott —  we would 
style him above all others, Homer and Shakespeare excepted, the 
Poet of Nature —  of Nature in all her varied beauties, in all 
her wildest haunts.' Though we may well wonder why the critic 
has brought Homer and Shakespeare to the class of nature-poets, 
and not, for example, Thomson and Wordsworth, his enthusiasm 
for Scott's nature-poetry is not unjustified: he at least 
anticipates Ruskin in Modern painters, with whom we shall have 
more to do. And George Ellis, an intimate friend of Scott, 
surely could not be accused of flippancy and ignorance, when he 
spoke of Scott's familiarity with nature in his review of The
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Lady of the Lake in The Quarterly for May 1810: 'It is because 
Mr. Scott usually delineates those objects with which he is 
perfectly familiar, that his touch is so easy, correct, and 
animated. The rocks, the ravines, and the torrents, which he 
exhibits, are not the imperfect sketches of a hurried traveller, 
but the finished studies of a resident artist, deliberatedly 
drawn from different points of view; each has its true shape 
and position; it is a portrait; it has its name by which the 
spectator is invited to examine the exactness of the resemblance.' 
As to the amount of Scott's nature-poetry, it is considerable, 
as it covers a wide ground, from the highlands in The Lady of 
the Lake and the western isles in The Lord cf the Isles to 
Ettrick Forest in Marmion and Yorkshire scenery in Rokeby.
To understand Keats' treatment of nature, it is essential 
to take into consideration the chameleon quality of his poetical 
character. We must take warning from his own words that 'it is 
not itself -- it has no self —  it is every thing and nothing 
—  It has no character —  it enjoys light and shade ...'* What 
this implies is that, while Keats may identify himself with 
nature and take part in the existence of a sparrow, he may also 
fill 'some other Body', to use his own words, and, assuming the
* Letter to R. Woodhouse, 27 Oct. 1818.
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character of Thomson or Cowper, Chatterton or Kirke White, 
Wordsworth or Leigh Hunt, he may look at nature as they do.
All this, of course, is an exaggeration; hut in Keats' treatment 
of nature literary influences do come in, besides such factors 
as the circumstances and the mood of the moment. Thus, for 
Keats nature appears sometimes as an antidote to ugliness and 
worldliness, as in his sonnet On Solitude, —  a sentiment which 
can he traced from Wordsworth hack to Kirke White, James Beattie's 
Minstrel or Cowper's Task; sometimes as the 'realms of Flora 
and old Pan', which, combining nature with fancy, is characteristic 
of the Elizabethans, and which Leigh Hunt, with his Nymphs and 
other poems, especially cultivates; sometimes as a source of 
poetic inspiration, as in 'I stood tip-toe' , which must he as 
old as nature-poetry itself; sometimes as an object evoking 
contemplation, as in the 'Hymn to pan', which is Wordsworthian; 
sometimes as an analogy to human life, as in Human Seasons, a 
treatment of nature which comes naturally to most poets; sometimes 
as an agent for a moral lesson, as in Ben Nevis, which rather 
savours of eighteenth-century didacticism; sometimes as a device 
to adorn 'thought' with appropriate images, as we have seen in 
our discussion of the relationship between Keats and Wordsworth; 
or sometimes as a refuge from the fever and the fret of life, as
^20
in the Ode to a Nightingale, which is also in a way characteristic 
of Shelley.
But at the same time, the distinctive quality of Keats' 
poetical character is its objectivity, as distinguished from 
the Wordsworthian or egotistical sublime; and his nature-poetry 
is often but a faithful representation of,the natural world.
How he aims at objective correctness can be seen in two instances. 
Cowden Clarice records that the following description in 'I stood 
tip-toe' is, Keats told him, a recollection of their 'having 
frequently loitered over the rail of a foot-bridge that spanned 
... a little brook in the last field upon entering Edmonton':*
Linger awhile upon some bending planks 
That lean against a streamlet's rushy banks,
And watch intently Nature's gentle doings:
They will be found softer than ring-dove's cooings.
How silent comes the water round that bend;
Not the minutest whisper does it send 
To the o'erhanging sallows: blades of grass 
Slowly across the chequer'd shadows pass.
Why, you might read two sonnets, ere they reach 
To where the hurrying freshnesses aye preach 
A natural sermon o'er their pebbly beds;
Where swarms of minnows show their little heads,
* Cowden Clarke, Recollections of Writers, 2nd ed. , 1878, p.138
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staying their wavy bodies 'gainst the streams,
To taste the luxury of sunny beams 
Temper'd with coolness. How they ever wrestle 
With their own sweet delight, and ever nestle 
Their silver bellies on the pebbly sand.
If you but scantily hold out the hand.
That very instant not one will remain;
But turn your eye, and they are there again.*
And Cowden Clarke adds that Keats himself thought the picture 
'correct'. Another example of Keats' objectivity is the 
description of the scene about him as he walked home one night 
from Hunt's cottage in Hampstead:
Keen, fitful gusts are whisp'ring here and there 
Among the bushes half leafless, and dry;
The stars look very cold about the sky.
And I have many miles on foot to fare.
These opening lines of a sonnet would seem to prepare one for 
the Keats in his melancholy mood; yet^ his mood, which in fact 
has nothing to do with the scene, turns out to be not melancholy 
but cheerful:
Yet feel I little of the cool bleak air.
Or of the dead leaves rustling drearily.
* 'I stood- tip-toe', 61-80.
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Or of those silver lamps that burn on high,
Or of the distance from home's pleasant lair:
For I am brimfull of the friendliness 
That in a little cottage I have found.
That his mood does not affect his description of the natural 
world as it is is characteristic of Keats: for him the natural 
world has an existence independent of man. Therefore, in spite 
of all the elements of fancy, moralizing, or 'escapism', a great 
part of his nature-poetry is essentially derived from actual 
experience and essentially objective: the poet is no more than 
a lamp which, illumining the objects about it wherever it is 
placed, serves to draw attention to the objects rather than to 
itself. And it is here that Keats most resembles Scott, as far 
as nature-poetry is concerned.
Hazlitt speaks of Scott as the reverse of Wordsworth; 
and nobody, perhaps, can accuse Scott of egotism. Once he 
wrote frankly to Southey: 'I am not such an ass as not to know 
that you are my better in poetry.* When the star of -^yron was 
in the ascendant, he admitted the younger poet's superiority 
and devoted himself instead to the writing of the novel, because, 
he said, 'I was as likely to tire of playing the second fiddle 
in the concert, as my audience of hearing me.' Scott's 
objectivity in his delineation of nature is pointed out by
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Ruskin: Scott looks upon nature as 'having an animation and 
pathos of its own, wholly irrespective of human presence or 
passion, —  an animation which Scott loves and sympathizes with, 
as he would with a fellow creature, forgetting himself altogether, 
and subduing his own humanity before what seems to him the 
power of the landscape'.* Ruskin then gives the following as 
an example:
Yon lonely Thorn, would he could tell 
The changes of his parent dell.
Since he, so grey and stubborn now,
Wav'd in each breeze a sapling bough; 
would he could tell how deep the shade 
A thousand mingled branches made;
How broad the shadows of the oak.
How clung the rowan to the rock.
And through the foliage show'd his head.
With narrow leaves and berries red.**
Ruskin explains the objective nature of the passage quoted above: 
'Scott does not dwell on the grey stubbornness of the thorn, 
because he himself is at that moment disposed to be dull, or 
stubborn; neither on the cheerful peeping forth of the rowan, 
because he himself is that moment cheerful or curious; but he 
perceives them both with the kind of interest that he would take
* Ruskin, Modern painters, Part IV, ch. xvi.
** Marmion, Introduction to Canto II, 8il7.
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in an old man, or a climbing boy; forgetting himself, in 
sympathy with either age or youth.♦ The following lines further 
illustrate Scott's objectivity:
And from the grassy slope he sees 
The Greta flow to meet the Tees;
Where, issuing from her darksome bed.
She caught the morning's eastern red.
And through the softening vale below 
Roll'd her bright waves, in rosy glow.
All blushing to her bridal bed.
Like some shy maid in convent bred;
While linnet, lark, an&^lackbird gay.
Sing forth her nuptial roundelay.*
How nature for Scott has an existence independent of man is, 
again, best seen in Ruskim's words: 'Is Scott, or are the persons 
of his story, gay at this moment? Far from it. Neither Scott 
nor Risingham are happy, but the Greta is; and all Scott's 
sympathy is ready for the Greta, on the instant.' A parallel 
example of Keats' objectivity is his description of the river 
Arno:
Arno's stream 
Gurgles through straiten'd banks, and still doth fan 
Itself with dancing bulrush, and the bream 
Keeps head against the freshets.**
* Rokeby, II, xvi.
** Isabella, xxvii.
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One may ask the same question as Ruskin asks about Scott:
'Is Keats, or are the persons of his story, gay at this moment?' 
The answer is also in the negative. Neither Keats nor the 
two brothers and their 'murder'd man' are happy, but the Arno 
is; it does not mourn, but 'gurgles', and it 'still doth fan 
itself with dancing bulrush'. To give another example of 
Keats' objectivity: in the third book of Hyperion his picture 
of dawn is marred neither by his own unhappiness nor by the 
agony Apollo is to endure:
The nightingale had ceas'd, and a few stars 
Were lingering in the heavens, while the thrush 
Began calm-throated. Throughout all the isle 
There was no covert, no retired cave 
Unhaunted by the murmurous noise of waves,
Though scarcely heard in many a green recess.*
For Scott as for Keats,
The sacred seasons might not be disturb'd.
For Keats nature is often 'a thing of beauty': and his 
nature-poetry is 'the poetry of earth'. A typical example is 
this passage from Fancy:
* Hyperion, III, 36-41.
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harki
*Tis the early April lark,
Or the rooks, with busy caw,
Foraging for sticks and straw.
Thou shalt, at one glance, behold 
The daisy and the marigold;
White-plum'd lilies, and the first 
Hedge-grown primrose that hath burst ;
Shaded hyacinth, alway 
Sapphire queen of the mid-May;
And every leaf, and every flower 
Pearled with the self-same shower.
Thou shalt see the field-mouse peep 
Meagre from its celled sleep;
And the snake all winter-thin 
Cast on sunny bank its skin;
Freckled nest-eggs thou shalt see 
Hatching in the hawthorn-tree,
When the hen-bird's wing doth rest 
Quiet on her mossy nest.*
For Scott nature is likewise 'a thing of beauty' and 'a joy for 
ever'. His sensitiveness to 'the poetry of earth* can be seen 
in these lines:
Wake, Maid of Lornl high right is ours.
To charm dull sleep from Beauty's bowers;
Earth, Ocean, Air, have nought so shy 
But owns the power of minstrelsy.**
* Fancy, 43~62.
** The Lord of the Isles, I, ii
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Keats* method in bringing out the beauties of nature is 
often that of the painter; the same is true of Scott. In his 
critique of The Lady of the Lake Ellis points out: 'Never, we 
think, has the analogy between poetry and painting been more 
strikingly exemplified than in the writings of Mr. Scott.
He sees everything with a painter's eye.' Hazlitt also speaks 
of the force of his mind as 'picturesque, rather than moral'. 
The following is undoubtedly a vivid picture of the highlands:
Where, gleaming with the setting sun.
One burnish'd sheet of living gold,
Loch Katrine lay beneath him roll'd;
In all her length far winding lay.
With promontory, creek, and bay.
And islands, that, empurpled bright.
Floated amid the livelier light,
And mountains, that like giants stand.
To sentinel enchanted land.
High on the south, huge Benvenue 
Down to the lake in masses threw 
Crags, knolls, and mounds, confusedly hurl'd.
The fragments of an earlier world;
A wildering forest feather'd o'er 
His ruin'd sides and summit hoar.
While on the north, through middle air,
Ben-an heaved high his forehead bare.*
* The Lady of the Lake, I, xiv.
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Keats* picture of the sea as quoted below is smaller in scale, 
though equally picturesque;
And on the other side, outspredd, is seen
Ocean's blue mantle streak'd with purple, and green.
Now 'tis I see a canvass'd ship, and now 
Mark the bright silver curling round her prow.
I see the lark down-dropping to his nest.
And the broad winged sea-gull never at rest;
For when no more he spreads his feathers free,
His breast is dancing on the restless sea.*
As is already evident, Keats' love cf colour is part and 
parcel of his love of beauty. This is also the case with Scott, 
as Ruskin has pointed out. In their love of colour both of them 
sometimes remind o±Le of the French impressionists like Monet. 
Compare the following two passages:
Scott. And just a trace of silver sand
Marks where the water meets the land.
Far in the mirror, bright and blue,
Each hill's huge outline you may view.**
Keats. The rocks were silent, the wide sea did weave 
An untumultuous fringe of silver foam 
Along the flat brown sand.***
* To My Brother George , I3I-8.
** Marmion, Introduction to Cantonll.
*** To J.H.Reynolds, Esq., 90-2.
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The above two pictures are completed with a few dashes of colours 
But like Keats Scott is equally capable of lavishness, as is 
apparent in the following:
'Twas silence all —  he laid him down 
Where purple heath profusely strown.
And throatwort, with its azure bell,
And moss and thyme his cushion swell.
There, spent with toil, he listless eyed 
The course of Greta's playful tide;
Beneath her banks now eddying dun,
Nor brightly gleaming to the sun.
As , dancing over rock and stone,
In yellow light her currents shone,
Matching in hue the favourite gem 
Of Albin's mountain diadem.
Then, tired to watch the current's play,
He turn'd his weary eyes away
To where the bank opposing show'd
Its huge square cliffs through shaggy wood.
One, prominent above the rest,
Rear'd to the sun its pale grey breast;
Around its broken summit grew 
The hazel rude, and sable yew;
A thousand varied lichens dyed 
Its waste and weather-beaten side 
And round its rugged basis lay.
By time or thunder rent away.
Fragments, that, from its frontlet torn.
Were mantled now by verdant thorn.*
* Rokeby, III, viii.
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For an equal to this gorgeous display of colours one probably 
has to go to Keats* description of Lamia in her transformation 
act, but Keats* pictures of the natural world are not much 
less colourful, as can be seen in his picture of the sea in 
the epistle To My Brother George, or as when he finds
Some flowery spot, sequester'd, wild, romantic.
That often must have seen a poet frantic;
Where oaks, that erst the Druid knew, are growing.
And flowers, the glory of one day, are blowing;
Where the dark-leav'd laburnum's drooping clusters 
Reflect athwart the stream, their yellow lustres.
And intertwined the cassia's arms unite,
With its own drooping buds, but very white;
Where on one side are covert branches hung,
'Mong which the nightingales have always sung 
In leafy quiet: where to pry, aloof,
Atween the pillars of the sylvan roof,
Would be to find where violet beds were nestling.
And where the bee with cowslip bells was wrestling.*
The love of beauty shared by both Keats and Scott also 
accounts for some of their descriptions of the natural world 
in terms of architecture. Indeed, in this way Scott succeeds 
in throwing 'so interesting and romantic a colouring' into his
* To George Felton Mathew, 37-50"
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mountain scenery as to give it a 'touch of the sublime'. As 
far as I know, nobody before him has made a mountain scenery 
take on the semblance of pyramid, pinnacle, turret, dome, 
battlement, cupola, minaret or pagoda as he does in the first 
canto of The Lady of the Lake;
The western waves of ebbing day 
Roll'd o'er the glen their level way;
Each purple peak, each flinty spire.
Was bathed in floods of living fire.
But not a setting beam could glow 
Within the dark ravines below.
Where twined the path in shadow hid,
Round many a rocky pyramid.
Shooting abruptly from the dell 
Its thunder-splinter'd pinnacle;
Round many an insulated mass,
The native bulwarks of the pass,
Huge as the tower which builders vain 
Presumptuous piled on Shinar's plain.
The rocky summits, split and rent,
Form'd turret, dome, or battlement.
Or seem'd fantastically set 
With cupola or minaret,
Wild crests as pagod ever deck'd.
Or mosque of Eastern architect.*
For Scott the rocky landscape appears as a mass of the noblest
* The Lady of the Lake, I, xi.
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architectural achievements of man. It is not without interest, 
perhaps , to note that line 12 of the above passage originally 
stood: 'The mimic castles of the pass'. The mimic nature of 
the passage is clear, but the word 'mimic', not necessarily seen 
by Keats, serves to introduce a passage in the second book of 
Endymion where the rocky landscape in like manner puts on the 
appearance of a 'mimic temple':
While astonishment 
With deep-drawn sighs was quieting, he went 
Into a marble .gallery, passing through 
A mimic temple, so complete and true 
In sacred custom, that he well nigh fear'd 
To search it inwards; whence far off appear'd.
Through a long pillar'd vista, a fair shrine,
And, just beyond, on light tiptoe divine,
A quiver'd Dian. Stepping awfully.
The youth approach'd; oft turning his veil'd eye 
Down sidelong aisles, and into niches old.
And when, more near against the marble cold 
He had touch'd his foredhead, he began to thread 
All courts and passages.*
Here, perhaps, Mrs. Radcliffe, Lewis' Monk and Beckford's Vathek 
all play a part in shaping the mysterious and gloomy atmosphere. 
But does a rocky landscape with an architectural association not
* Endymion, II, 254-67.
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also remind one of Scott? Notice the sharp division of the 
landscape in the passage from The Lady of the Lake; while each 
'purple peak' was 'bathed in floods of living fire' , the setting 
beam could not penetrate into the 'dark ravine below'. And 
in search of the image of his dream Endymion's desertion of 
evening skies for a 'dusky empire' is similarly marked by a 
sharp transition.
In range Keats' nature-poetry is also comparable to that 
of Scott; and Scott's range is a wide one, from minute refined 
description to sweeping majestic survey, as the case demands.
For examples of minute refined description one may just turn 
to some of the passages already quoted, notably the one on 
Yorkshire scenery from the third canto of Rokeby, or one may 
be pardoned for indulging in one more quotation for the purpose 
of illustration:
The summer dawn's reflected hue 
To purple changed Loch Katrine blue;
Mildly and soft the western breeze
Just kiss'd the Lake, just stirr'd the trees,
And the pleased lake, like maiden coy,
Trembled but dimpled not for joy;
The mountain-shadows on her breast 
Were neither broken nor at rest;
In bright uncertainty they lie,
Like future joys to Fancy's eye.
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The water-lily to the light
Her chalice rear'd of silver bright ;
The doe awoke, and to the lawn,
Begemm'd with dew-drops, led her fawn;
The grey mist left the mountain side,
The torrent show'd its glistening pride;
Invisible in a flecked sky,
The lark sent down her revelry;
The blackbird and the speckled thrush 
Good-morrow gave from brake and bush;
In answer coo'd the cushat dove
Her notes of peace, and rest, and love.*
As to Keats, his reputation for minute refined description is 
so well established that I have no need to labour the point. 
Admittedly Keats' nature-poetry is on the whole richer than 
that of Scott, but then there is hardly anyone before Keats 
who would lavish so much richness on a description of the 
external world. The Elizabethans who would employ artificial 
devices to make the natural world more lovely than it is must 
be excluded. Thomson, despite Wordsworth's tribute to him as 
one who looks steadily at his objects, is content with broad 
outlines. As to other eighteenth-century nature-poets, they 
may give you some close glimpses of rich nature, but their picture
* The Lady of the Lake , III, ii
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only too soon gives way to the 'still, sad music of humanity'. 
Nor is refinement Wordsworth's characteristic. Leigh Hunt 
alone, perhaps, comes rather close to Keats in minute refined 
description. But Hunt's range is limited, for there is no 
sublime moment in his nature-poetry. Scott, on the other hand, 
is as capable of refinement as of sublimity. The following 
passage as a piece of awful and magnificent scenery perhaps 
has no precedent in the history of English nature-poetry*
For rarely human eye has known 
A scene so stern as that dread lake,
With its dark ledge of barren stone.
Seems that primeval earthquake's sway 
Hath rent a strange and shatter'd way 
Through the rude bosom of the hill,
And that each naked precipice.
Sable ravine, and dark abyss.
Tells of the outrage still.
The wildest glen, but this, can show 
Some touch of Nature's genial glow;
On high Benmore green mosses grow.
And heath-bells bud in deep Glencroe,
And copse on Cruchan-Ben;
But here, —  above, around, below.
On mountain or in glen.
Nor tree, nor shrub, nor plant, nor flower.
Nor aught of vegetative power.
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The weary eye may ken.
For all is rocks at random thrown,
Black waves, hare crags, and banks of stone,
As if were here denied 
The summer sun, the spring's sweet dew.
That clothe with many a varied hue 
The bleakest mountain-side.*
In bleak grandeur Keats' sonnet To Ailsa Rock can bear 
comparison to the above. This sonnet, a generally neglected 
one, deserves some attention, as Keats himself says: 'This 
is the only Sonnet of any worth I have of late written.'**
The circumstances of how Ailsa Craig suddenly struck him as 
he and Brown walked to the top of a mountain pass during their 
Scotch tour, Keats describes thus: 'When we left Cairn our 
Road lay half way up the sides of a green mountainous shore, 
full of Clefts of verdure and eternally varying —  sometimes 
up sometimes down, and over little Bridges going across green 
chasms of moss rock and trees —  winding about every where. 
After two or three Miles of this we turned suddenly into a 
magnificent glen finely wooded in parts —  seven Miles long 
-- with a Mountain Stream winding down the Midst —  full of
* The Lord of the Isles, III, xiv.
** Letter to Thomas Keats, 10-14 July 1818.
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cottages in the most happy Situations —  the sides of the 
Hills covered with sheep -- the effect of cattle lowing I 
never had so finely. At the end we had a gradual ascent and 
got among the tops of the Mountains whence In a little time 
I descried in the Sea Ailsa Rock 940 feet hight [sicJ —  it 
was 15 Miles distant and seemed close upon us —  The effect of 
ailsa with the peculiar perspective of the Sea in connection 
with the ground we stood on, and the misty rain then falling 
gave me a complete Idea of a deluge. Ailsa struck me very 
suddenly —  really I was a little alarmed.'* I quote the sonnet 
entire:
Hearken, thou craggy ocean: pyramidI
Give answer from thy voice, the sea-fowls' screams I 
When were thy shoulders mantled in huge streams?
When from the sun was thy broad forehead hid?
How long is't since the mighty power bid
Thee heave to airy sleep from fathom dreams?
Sleep in the lap of thunder or sunbeams,
Or when grey clouds are thy cold coverlid.
Thou answer'st not; for thou art dead asleep;
Thy life is but two dead eternities—
The last in air, the former in the deep;
First with the whales, last with the eagle-skies—  
Drown'd wast thou till an earthquake made thee steep. 
Another cannot wake thy giant size.
* Ibid.
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What a majestic picture are lines 10-121 The word 'eternities' 
brings with it a sense of the permanence of nature, while the 
mention of whales and eagles conjures up the wildness and 
desolation of the scenery and at the same time conveys a 
sense of the largeness and almost infinity of Ailsa*s setting, 
leaving our imagination wandering from the 'craggy ocean 
pyramid* to the sea with its whales and the sky with its eagles.
That both Keats and Scott are capable of refinement as 
well as sublimity in their nature-poems is further illustrated 
by their pictures of the sea.
Scott. these seas behold,
Round twice a hundred dslands roll'd,
From Hirt, that hears their northern roar,
To the green Hay's fertile shore.*
Keats. It keeps eternal whisperings around
Desolate shores, and with its mighty swell 
Gluts twice ten thousand caverns, till the spell 
Of Hecate leaves them their old shadowy sound.**
As Wordsworth influences both Keats and Scott,*** an
* The Lord of the Isles, I, viii.
** Sonnet 'On the Sea'.
*** Scott had profound admiration for Wordsworth. When Allan
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examination of how the influence works will perhaps shed some 
more light on Keats' kinship with Scott. Wordsworth's influence 
on Scott is best seen in an unmistakable echo of the Immortality 
ode in Scott's Introduction to the first canto of Marmion, where 
we have these lines:
Again the hawthorn shall supply 
The garlands you delight to tie;
The lambs upon the lea shall bound,
The wild birds carol to the round,
. . . . .
The vernal sun new life bestows 
Even on the meanest flower that blows.
In Wordsworth's ode there are these lines:
Then sing, ye Birds, sing, sing a joyous songl 
And let the young Lambs bound
Cunningham told him that his bust was to be produced alongside 
Wordsworth's at the Royal Academy's Exhibition for 1821, Scott 
replied: 'I am happy my effigy is to go with that of Wordsworth, 
for (differing from him in very many points of taste) I do not 
know a man more to be venerated for uprightness of heart and 
loftiness of genius.' In his journal (1st January 1827) Scott 
also wrote: 'I do not compare myself, in point of imagination, 
with Wordsworth —  far from it; for his is naturally exquisite, 
and highly cultivated from constant exercise.'
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As to the tabor's sound I 
We in thought will join your throng.*
And the ode is concluded with these two well-known lines:
To me the meanest flower that blows can give 
Thoughts that do often lie too deep for tears.
One can observe a similarity between Scott's lines and those 
of Wordsworth which is too close to be dismissed as mere 
coincidence; for Wordsworth as for Scott birds' singing is 
coupled with lambs' bounding as images of joyous nature. Then, 
Wordsworth's expression, 'the meanest flower that blows' is 
reproduced in Scott.
At a closer look, however, the resemblance between Scott 
and Wordsworth will be found superficial. For Wordsworth even 
the meanest flower moves him, not because of his simple delight 
in the flower itself, but because it can give him 'thoughts'. 
Again, only 'in thought' are we invited to join the throng of 
singing birds and bounding lambs. This is characteristic of 
Wordsworth. With the exception of perhaps An Evening Walk and 
Descriptive Sketches, nature is resorted to by Wordsworth more 
for the sake of the thought it enlivens and the emotion it kindles
* Stanza x. Similar lines are also found in stanza iii.
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than for the sake of his joy in its beauties. Thus, in nature 
he sees 'a motion and a spirit', and finds in it not simply joy, 
but 'the joy of elevated thoughts'. Scott, on the other hand, 
is marked by objectivity, as we have already seen. His 'thought' 
obviously has nothing to do with the wild birds' carolling 
and the lambs' bounding upon the lea; and he delights even in 
'the meanest flower that blows' , not because it can give him 
'thoughts', but because, however humble, it is a sign of 
rejuvenated nature, and Scott rejoices in the new life spring 
brings to nature as he rejoices in the happiness of some other 
people who may not in any way related to him.
Let us turn from Scott to Keats. The passage in Hyperion 
where Clymene
took a mouthed shell 
And murmur'd into it, and made melody*
is probably indebted to Landor** or more probably to Wordsworth. 
In the fourth book of The Excursion, which Keats knew well, as 
we have seen, there are these lines:
I have seen 
A curious child, who dwelt upon a tract
* Hyperion, II, 270-1.
** Cf. Gebir, I, 120-7.
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Of inland ground, applying to his ear 
The convolutions of a smooth-lipped shell;
To which, in silence hushed, his very soul 
Listened intensely; and his countenance soon 
Brightened with joy.*
Keats* 'mouthed shell' is substantially the same as Wordsworth's 
'smooth-lipped shell', and both are interested in the sounds 
the shell makes. But Wordsworth does not stop at that. He 
goes on to explain why the child's countenance is brightened 
with joy:
for from within were heard 
Murmurings, whereby the monitor expressed 
Mysterious union with its native sea.
Even such a shell the universe itself
Is to the ear of Faith; and there are times,
I doubt not, when to you it doth impart 
Authentic tidings of invisible things;
Of ebb and flow, and ever-during power;
And central peace, subsisting at the heart 
Of endless agitation.**
That is no doubt Wordsworth's view of nature. But Keats, 
characteristically, enjoys no 'mysterious union'; nor does he 
hear 'authentic tidings of invisible things'. His interest
* The Excursion, IV, 1132-8.
** Ibid. , 1138-47.
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in the shell lies in its objective beauty: he picks it up and 
then leaves it as a new enchantment attracts his attention. And 
the shell's echo soon becomes to him 'dull':
0 melody no morel for while I sang,
And with poor skill let pass into the breeze 
The dull shell's echo, from a bowery strand 
Just opposite, anrisland of the sea.
There came enchantment with the shifting wind,
T h a t  d i d  b o t h  d r o w n  a n d  k e e p  a l i v e  m y  e a r s .
1 threw my shell away upon the sand,
And a wave fill'd it, as my sense was fill'd 
With that new blissful golden melody.*
Here we can see that Keats* departure from Wordsworth in 
his treatment of nature is parallel to that of Scott. For 
Scott as for Keats, it is nature itself, not the thought it 
enlivens nor the emotion it kindles, that forms the main interest. 
Compare again the differenkttreatments accorded to the same 
subject by Wordsworth on the one hand and Keats and Scott on 
the other: Fingal's Cave. Wordsworth has written three sonnets 
on Staffa. I quote the most characteristic one:
Thanks for the lessons of this Spot —  fit school 
For the presumptuous thoughts that would assign 
Mechanic laws to agency divine;
* Hyperion, II, 272-80.
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Andiy measuring heaven hy earth, would overrule 
Infinite Power. The pillared vestibule,
Expanding yet precise, the roof embowed.
Might seem designed to humble man, when proud 
Of his best workmanship by plan and tool.
Down-bearing with his whole Atlantic weight 
Of tide and tempest on the Structure's topmost height, 
Ocean has proved its strength, and of its grace 
In calms is conscious, finding for his freight 
Of softest music some responsive place.
Though the grandeur of the scenery is by no means forgotten, 
Wordsworth's emphasis is placed on the 'lessons' one can learn
from the Gave, on the supremacy of 'Infinite power' over man.
The force of Wordsworth's mind is moral, rather than picturesque 
Scott's lines on the same subject are altogether different;
Merrily, merrily goes the bark
On a breeze from the northward free.
So shoots through the morning sky <0 the lark,
Or the swan through the summer sea.
The shores of Mull on the eastward lay.
And Ulva dark and Colonsay,
And all the group of islets gay
That guard famed Staffa round.
Then all unknown its columns rose.
Where dark and undisturb'd repose 
The cormorant had found.
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And the shy seal had quiet home,
And welter'd in that wondrous dome,
Where, as to shame the temples deck'd 
By skill of earthly architect,
Nature herself, it seem'd,would raise 
A Minster to her Maker's praise I 
Not for a meaner use ascend 
Her columns, or her arches bend;
Nor of a theme less solemn tells 
That mighty surge that ebbs and swells,
And still, between each awful pause.
From the high vault an answer draws,
In varied tone prolong'd and high,
That mocks the organ's melody.*
This passage moves from the familiar to the sublime and is 
typical of Scott's vivd imagination in response to natural 
beauty. And the force of Scott's mind is picturesque, rather 
than moral. His images are drawn from architecture and music: 
the Cave is compared to a 'Minster' or cathedral with dome, 
columns, arches and a high vault; while the surge that ebbs and 
swells reminds him of the organ's melody. Keats' poem on 
Fingal's Gave, though not a specimen of his happiest work, 
strikes one for its resemblance to Scott;
* The Lord of the Isles, IV, x.
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Not Aladdin magian 
Ever such a work began;
Not the wizard of the Dee 
Ever such a dream could see;
Not St. John, in patmos* Isle,
In the passion of his toil.
When he saw the churches seven,
Golden aisl'd, built up in heaven.
Gaz'd at such a rugged wonder.
This was architected thus 
By the great Oceanusl—
Here his mighty waters play 
Hollow organs all the day;
Here by turns his dolphins all 
Finny palmers great and small,
Gome to pay devotion due--
Each a mouth of pearls must strew.
Many a mortal of these days,
Dares to pass our sacred ways.
Dares to touch audaciously 
This Cathedral of the Seal
Besides the element of wonder which the passage quoted above 
shares with its previous two, there is little in common between 
Keats' treatment and that of Wordsworth. On the other hand, 
Keats* resemblance to Scott is seen in their common interest in 
the beauty and grandeur of the Cave and their common images 
drawn from architecture and music. For Keats as for Scott the 
0ave is a natural cathedral; and the surge equally reminds Keats
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of the organ. In both Scott and Keats the love of nature 
arises from the love of beauty, and it is the beauty of nature 
that inspires them. Just as Scott finds that
Earth, Ocean, Air, have nought so shy 
But owns the power of minstrelsy,
so does Keats delight in 'the poetry of earth'.
C h a p t e r  T h r e e  
KEATS AND BYRON
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The relationship between Keats and Byron is the most 
elusive one I have so far yet attempted. Not that Keats' 
attitude to Byron was often critical —  was Keats not also 
critical of Wordsworth? But there is something in Byron which 
would catch one's heart and soul, as he caught the heart and 
soul of England with Childe Harold and has caught the heart and
soul of Europe ever since. For example, would the Byronic
passion, at once exalting and devastating, have had any influence 
on Keats? There is certainly passion or force in Byron's poetry. 
But passion or force is such an intangible element that one 
can hardly put one's finger on it, when making the point.
I am therefore compelled to content myself with the demonstrable 
in the following pages, even though that may not do justice 
to my subject.
It is well known that Leigh Hunt's inability to see the 
sportive and cynical side of Byron's character results in a 
biased picture of the poet in his Lord Byron and Some of His 
Contemporaries. Anecdotes, of which Hunt had plenty, may 
have been told; but, as Mr. Blunden rightly says, 'he made
them the texts for rambling sermons, if indeed in his fevered
tenacity he did not mismanage thenn altogether.'* Byron one
* E . Blunden, Leigh Hunt, pp.234-5-
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day said to Hunt's mischievous boy John, 'You must take care 
how you get notions in your head about Truth and Sincerity, 
for they will hinder your getting on in the world.' Byron was 
being half playful and half sarcastic, but there was no call 
for Hunt thus to take this solemnly as an attempt to corrupt 
a poor child.
Then, Byron one day asked Hunt the meaning of a beaker 
'full of the warm South' , no doubt in his sportive and cynical 
mood, as he had always had some dislike for Keats after the 
attack on pope in Sleep and poetry. Hunt, unfortunately, 
took Byron's question literally, and made it an example of Byron's 
lack of wish to 'discern an excellence differentofrom his own':
It was Lord Byron, at that time, living in Italy, drinking 
its wine, and basking in its sunshine, who asked me what was the 
meaning of a beaker "full of the warm south." It was not the 
word beaker that puzzled him. College had made him intimate 
enough with that. But the sort of poetry in which he excelled, 
was not accustomed to these poetical concentrations. At the 
moment also, he was willing to find fault, and did not wish to 
discern an excellence different from his own.*
Yet, Hunt believed that Keats had an admiration for Byron.
He continued:
* Hunt, Lord Byron and Some of His Contemporaries, 1828, p.266.
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When I told him, that Mr. Keats admired his "Don Juan," 
he expressed both surprise and pleasure, and afterwards mentioned 
him with respect in a canto of it.
If, on Hunt's authority, Keats admired Don Juan, that implies 
that Keats would also admire its forerunner Beppo, which, as has 
been said, could well be part of the longer work. Indeed, by 
that delightful Venetian tale the very expression 'a beaker full 
of the warm South' may have been suggested. Talking of the
Italian language Byron says that it sounds
as if it should be writ on satin,
With syllables which breathe of the sweet South.*
Keats' 'the warm South' corresponds to Byron's 'the sweet South'; 
and the manner in which Keats makes the sensuous object ('beaker') 
spiritual ('full of the warm South') is analogous to that in 
which Byron makes the sensuous object of the Italian language 
('syllables') spiritual ('which breathe of the sweet South').
If Byron asked Hunt the meaning of 'a beaker full of the warm 
South', what evidence had Hunt that Byron was thus 'not accustomed 
to these poetical concentrations'? Byron, I believe, was 
aware how Keats' expression corresponded to his own in Beppo,
* Beppo, XLIV.
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and asked Hunt the question probably out of malice. It is 
improbable that Byron could have forgotten his own expression 
'the sweet South', for he liked it so much as to repeat it 
in the second canto of Don Juan.* There is further evidence 
that Byron may have influenced the Ode to a Nightingale.
In his picture of Italy in Beppo Byron speaks of sunshine, 
vines and dance copied from Southern France:
Italy's a pleasant place to me 
Who love to see the Sun shine every day,
And vines (not nail'd to walls) from tree to tree 
Festoon'd, much like the back scene of a play.
Or mélodrame, which people flock to see.
When the first act is ended by a dance 
In vineyards copied from the south of France.**
Keats likewise speaks of sunshine, vines, dance and Southern 
France in the stanza where the expression 'the warm South® 
occurs:
0, for a draught of vintage! that hath been 
Cool'd a long age in the deep-delved earth.
Tasting of Flora and the country green,
Dance, and provençal song, and sunburnt mirth!
* Don Juan, II, clxviii.
** Beppo, XLI.
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The resemblance between the two may all have been due to 
coincidence, if not for the expression 'the warm South'.
Perhaps Byron's description of Italy with its sunshine, vines 
and dance copied from Southern France has sufficiently impressed 
Keats so that his attention is drawn to the novel expression 
'which breathe of the sweet South'. Or perhaps the process 
may have been reversed. And the picture of sunshine, vines 
and dance and the expression 'the sweet South' may then have 
undergone a sea-change and emerged refined, intensified and 
fused in Keats' memorable stanza.
Keats could have seen only the first two cantos of 
Don Juan, published on 15th July 1819. On 12th July 1819 
Keats wrote to Reynolds that he had 'proceeded pretty well 
with Lamia, finishing the 1st part which consists of about 
4oo lines.' On 14th August he wrote to Bailey mentioning 
Lamia as 'half finished'. On 5td September he wrote to his 
publisher Taylor that he had finished the poem. Since it was 
finished after the appearance of Don Juan, one has reasons to 
believe that Lamia may have been influenced by Byron's poem, 
as I shall attempt to show.
Keats realised that his Lamia would somehow appeal to 
the public. For Keats there is little doubt that Byron was
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t h e  v e r y  i m a g e  o f  t h e  p o p u l a r  p o e t .  I n  h i s  l o n g  l e t t e r  t o
George and Georgiana of 14 February - 3 May 1819 he mentioned
B y r o n  n o  l e s s  t h a n  f o u r  t i m e s ,  a t  o n e  t i m e  w i t h  r e f e r e n c e  t o
B y r o n ' s  p o p u l a r i t y :  ' I  w a s  s u r p r i s e d  t o  h e a r  f r o m  T a y l o r  t h e
a m o u n t  o f  M u r [ r ] a y  t h e  B o o k s e l l e r s  l a s t  s a l e  —  w h a t  t h i n k  
£
you of 25,000? He sold 4000 copies of Lord Byron.' Then in 
his letter again to George and Georgiana of 17-27 September,
where he twice referred to Byron, he spoke of his Lamia thus:
'I have been reading over a part of a short poem I have composed 
lately call'd ’•Lamia" —  and I am certain there is that sort 
of fire in it which must take hold of people in some way —  
give them either pleasant or unpleasant sensation. What they 
want is a sensation of some sort.' I am not quite clear 
whether by 'fire' Keats meant force or not; but what is clear 
is that Keats believed that the poem, like those of Byron, would 
appeal to the public, because it could give them 'a sensation 
of some sort'. An example of this 'sensation', pleasant or 
unpleasant, is the following:
Let the mad poets say whate'er they please 
Of the sweets of Fairies, peris, Goddesses,
T h e r e  i s  n o t  s u c h  a  t r e a t  a m o n g  t h e m  a l l .
H a u n t e r s  o f  c a v e r n ,  l a k e ,  a n d  w a t e r f a l l .
A s  a  r e a l  w o m a n ,  l i n e a l  i n d e e d
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From Pyrrha's pebbles or old Adam's seed.*
It has been often said that Keats is an acute critic of 
his own work, and nowhere is this truer than the case of Lamia. 
The passage quoted above has offended people of refined taste 
ever since its composition, exactly because it gives 'unpleasant 
sensation*; but it would be hypocrisy to pretend that it does 
not give people of a coarser kind 'pleasant sensation', 
pleasant sensation or unpleasant sensation, it has indeed given, 
as the history of Keats criticism proves, 'a sensation of some 
sort'. Keats is right. But who, in Keats' time, could provide 
the reading public with great 'sensation', pleasant or 
unpleasant, but Byron? We can see that not only the style of
i
the passage, with its outspokenness and cynicism, but also the 
subject-matter, with its hint of voluptuousness, may have been 
swayed by Byron's success. Finney** suggests that, since the 
passage breaks the imaginative tone of the romance, it was not 
in the first draft, which has not survived, and that it was 
added to the fair copy which Keats made in Winchester in the 
first part of September after the appearance of Don Juan. He 
points out the following description of Haidée in Byron's poem 
as a possible influence on Keats;
* Lamia, I, 328-33.
** Finney , op.cit. , p.696.
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s h e  w a s  o n e  
F i t  f o r  t h e  m o d e l  o f  a  s t a t u a r y
m  r a c e  o f  m e r e  i m p o s t o r s ,  w h e n  a l l ' s  d o n e —
I ' v e  s e e n  m u c h  f i n e r  w o m e n ,  r i p e  a n d  r e a l ,
T h a n  a l l  t h e  n o n s e n s e  o f  t h e i r  s t o n e  i d e a l ) . *
B u t  o n e  m a y  g a t h e r  m o r e  e v i d e n c e  t h a n  t h a t .  T h e  f o l l o w i n g  
d e l i b e r a t e  v u l g a r i t y  a n d  c y n i c i s m  K e a t s  m a y  a l s o  h a v e  h a d  i n  
m i n d :
F e w  t h i n g s  s u r p a s s  o M  w i n e ;  a n d  t h e y  m a y  p r e a c h
W h o  p l e a s e , — t h e  m o r e  b e c a u s e  t h e y  p r e a c h  i n  v a i n , —  
L e t  u s  h a v e  W i n e  a n d  W o m a n ,  M i r t h  a n d  L a u g h t e r ,
S e r m o n s  a n d  s o d a - w a t e r  t h e  d a y  a f t e r . * *
K e a t s '  r a t h e r  i r r e v e r e n t  a l l u s i o n  t a  b i b l i c a l  l i t e r a t u r e  i n  
t h e  a s s e r t i o n  t h a t  t h e  l o v e  o f  w o m e n  i s  ' l i n e a l  i n d e e d  f r o m :  
o l d  A d a m ' s  s e e d '  i s  a n t i c i p a t e d  b y  B y r o n  w h e n  h e  d e s c r i b e s
D o n  J o s e ' s  l o o s e  c o n d u c t  w i t h  w o m e n  :
D o n  J o s é ,  l i k e  a  l i n e a l  s o n o  o f  E v e ,
W e n t  p l u c k i n g  v a r i o u s  f r u i t  w i t h o u t  h e r  l e a v e . * * *
E v e n  t h e  t u r n  o f  p h r a s i n g  i n  K e a t s '  p a s s a g e  w i t h  i t s  e l e m e n t  
o f  c a l c u l a t e d  i n d i f f e r e n c e  i s  r e m i n i s c e n t  o f  B y r o n .  B y r o n
*  D o n  J u a n ,  I I ,  c x v i i i .
* *  I b i d .  ,  I I ,  c l x x v i i i .
* * *  I b i d . ,  I ,  x v i i i .
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h a s  - -
A n d  t h e n  y o u r  h e r o  t e l l s ,  w h e n e ' e r  y o u  p l e a s e . *
A n d  K e a t s  h a s  —
L e t  t h e  m a d  p o e t s  s a y  w h a t e ' e r  t h e y  p l e a s e .
K e a t s '  u s e  o f  t h e  r a t h e r  f l a s h y  e x p r e s s i o n  ' C u p i d ' s  c o l l e g e '  
m a y  a l s o  h a v e  b e e n  s u g g e s t e d  b y  B y r o n ' s  ' f l a s h '  p o e m  D o n  J u a n , 
a s  K e a t s  c a l l s  i t .  I n  t h e  s e c o n d  c a n t o  o f  B y r o n ' s  p o e m ,  w h e r e
H a i d é e  g a v e  h e r  m a i d  Z o e  t h e  i n s t r u c t i o n  o f  s t r i c t  s i l e n c e  a b o u t
h e r  r e s c u e  o f  J u a n  l e s t  h e r  f a t h e r  s h o u l d  d o  h i m  h a r m ,  B y r o n  
d e s c r i b e s  h o w  Z o e ,  b e i n g  o l d e r  a n d  w i s e r ,  a l r e a d y  k n e w  t h a t  
H a i d é e  h a d  f a l l e n  i n  l o v e  w i t h  J u a n .  Z o e  i s  s a i d  t o  h a v e  b e e n  
e d u c a t e d  i n  ' N a t u r e ' s  g o o d  o l d  c o l l e g e ' :
A n d  p e n s i v e  t o  h e r  f a t h e r ' s  h o u s e  s h e  w e n t ,
E n j o i n i n g  s i l e n c e  s t r i c t  t o  Z o e ,  w h o  
B e t t e r  t h a n  h e r  k n e w  w h a t ,  i n  f a c t ,  s h e  m e a n t ,
S h e  b e i n g  w i s e r  b y  a  y e a r  o r  t w o :
A  y e a r  o r  t w o ' s  a n  a g e  w h e n  r i g h t l y  s p e n t .
A n d  Z o e  s p e n t  h e r s ,  a s  m o s t  w o m e n  d o ,
I n  g a i n i n g  a l l  t h a t  u s e f u l  s o r t  o f  k n o w l e d g e  
W h i c h  i s  a c q u i r e d  i n  N a t u r e ' s  g o o d  o l d  c o l l e g e . * *
* Ibid. , I, vi.
** Ibid. , II, cxxxvi.
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K e a t s *  d e s c r i p t i o n  o f  L a m i a ' s  g o o d  k n o w l e d g e  o f  l o v e , —
A s  t h o u g h  i n  C u p i d ' s  c o l l e g e  s h e  h a d  s p e n t  
S w e e t  d a y s  a  l o v e l y  g r a d u a t e , *
—  p r o v i d e s  a n  i n t e r e s t i n g  p a r a l l e l .
T h e  c y n i c a l  c o m m e n t  o n  l o v e  w h i c h  o p e n s  t h e  s e c o n d  p a r t  
o f  L a m i a  i s  a g a i n  c a l c u l a t e d  t o  g i v e  p e o p l e  ' a  s e n s a t i o n  o f  
s o m e  s o r t ' :
L o v e  i n  a  h u t ,  w i t h  w a t e r  a n d  a  c r u s t ,
I s  L o v e ,  f o r g i v e  u s !  c i n d e r s ,  a s h e s ,  d u s t ;
L o v e  i n  a  p a l a c e  i s  p e r h a p s  a t  l a s t
M o r e  g r i e v o u s  t o r m e n t  t h a n  a  h e r m i t ' s  f a s t : - -
T h i s  i s  a  d o u b t f u l  t a l e  f r o m  f a e r y  l a n d .
H a r d  f o r  t h e  n o n - e l e c t  t o  u n d e r s t a n d .
T h i s  c y n i c i s m  i s  a  d o m i n a n t  n o t e  i n  D o n  J u a n ,  a n d  m a y  h a v e  b e e n  
i n s p i r e d  b y  i t ,  a s  t h e  f o l l o w i n g  s t a n z a  s h o w s :
A l a s !  t h e  l o v e  o f  W o m e n !  i t  i s  k n o w n  
T o  b e  a  l o v e l y  a n d  a  f e a r f u l  t h i n g ;
F o r  a l l  o f  t h e i r s  u p o n  t h a t  d i e  i s  t h r o w n .
A n d  i f  ' t  i s  l o s t .  L i f e  h a t h  n o  m o r e  t o  b r i n g  
T o  t h e m  b u t  m o c k e r i e s  o f  t h e  p a s t  a l o n e ,
A n d  t h e i r  r e v e n g e  i s  a s  t h e  t i g e r ' s  s p r i n g ,
D e a d l y ,  a n d  q u i c k ,  a n d  c r u s h i n g ;  y e t ,  a s  r e a l  
T o r t u r e  i s  t h e i r s ,  w h a t  t h e y  i n f l i c t  t h e y  f e e l . * *
* Lamia, I, 197-8»
** Don Juan, II, cxcix.
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In both Keats and Byron we can see that it is 'torment' or 
'torture' that they find love will eventually bring. Keats' 
cynical suggestion that love with only 'water and a crust' 
is 'cinders, ashes, dust' recalls Byron's similar cynical 
remark:
While Venus fills the heart, (without heart really 
Love, though good always, is not quite so good,) 
Ceres presents a plate of vermicelli,—
For Love must be sustained like flesh and blood.*
And Keats' sardonic insinuation that love would in the end 
breed distrust and hate in these lines,--
but too short was their bliss 
To breed distrust and hate,**
—  may have owed something to this passage in Don Juan:
for Man, to man so oft unjust.
Is always so to Women; one sole bond 
Awaits them —  treachery is all their trust;
Taught to conceal their bursting hearts despond 
Over their idol, till some wealthier lust
Buys them in marriage —  and what rests beyond?
A thankless husband -- next, a faithless lover —
Then dressing, nursing, praying -- and all's over.***
* Ibid., II, clxx.
** Lamia, II, 9-iO*
*** Don Juan, II, cc.
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The Eve of St. Agnes was revised after Keats had completed
the writing of Lamia. On 3th September 1819 he wrote to Taylor
from: Winchester : 'I have finish'd Lamia; and am now occupied 
in revising S t  Agnes' Eve.' About the revision of the poem 
Woodhouse wrote to the publisher on 20th September:
H e  h a d  t h e  E v e  o f  S t .  A .  c o p i e d  f a i r :  H e  h a s  m a d e  t r i f l i n g
a l t e r a t i o n s ,  i n s e r t e d  a n  a d d i t i o n a l  s t a n z a  e a r l y  i n  t h e  p o e m  t o  
m a k e  t h e  l e g e n d  m o r e  i n t e l l i g i b l e ,  a n d  c o r r e s p o n d e n t  w i t h  w h a t  
a f t e r w a r d s  t a k e s  p l a c e ,  p a r t i c u l a r l y  w i t h  r e s p e c t  t o  t h e  s u p p e r  
&  t h e  p l a y i n g  o n  t h e  l u t e . —  h e  r e t a i n s  t h e  n a m e  o f  p o r p h y r o  —  
h a s  a l t e r e d  t h e  l a s t  3  l i n e s  t o  l e a v e  o n  t h e  r e a d e r  a  s e n s e  o f  
p e t t i s h  d i s g u s t ,  b y  b r i n g i n g  O l d  A n g e l a  i n  ( o n l y )  d e a d  s t i f f  &  
u g l y .  —  H e  s a y s  h e  l i k e s  t h a t  t h e  p o e m  s h o u l d  l e a v e  o f f  w i t h
t h i s  C h a n g e  o f  S e n t i m e n t  —  i t  w a s  w h a t  h e  a i m e d  a t ,  &  w a s  g l a d
t o  f i n d  f r o m  m y  o b j e c t i o n s  t o  i t  t h a t  h e  h a d  s u c c e e d e d .  —
I  a p p r e h e n d  h e  h a d  a  f a n c y  f o r  t r y i n g  h i s  h a n d  a t  a n  a t t e m p t  t o  
p l a y  w i t h  h i s  r e a d e r ,  &  f l i n g  h i m  o f f  a t  l a s t  —  I  s h o ^  h a v e  
t h o u g h t ,  h e  a f f e c t e d  t h e  " D o n  J u a n "  s t y l e  o f  m i n g l i n g  u p  s e n t i m e n t  
&  s n e e r i n g :  b u t  t h a t  h e  h a d  b e f o r e  a s k e d  H e s s e y  i f  h e  c o ^  p r o c u r e  
h i m  a  s i g h t  o f  t h a t  w o r k ,  a s  h e  h a d  n o t  m e t  w i t h  i t ,  a n d  i f  t h e
E .  o f  S t  A .  h a d  n o t  i n  a l l  p r o b a b i l i t y  b e e n  a l t e r e d  b e f o r e  h i s
L o r d s h i p  h a d  t h u s  f l o w n  i n  t h e  f a c e  o f  t h e  p u b l i c .
A s  w e  h a v e  s e e n ,  t h e  p o e m  w a s  r e v i s e d  a f t e r  t h e  c o m p l e t i o n  o f  
L a m i a ,  w h i c h  h a s  a l r e a d y  b e e n  i n  p a r t  a f f e c t e d  b y  D o n  J u a n .
I n  a l l  p r o b a b i l i t y  t h e  l a s t  s t a n z a  w a s  a l t e r e d  i n  t h e  s a t i r i c o -
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comic Byronic vein, as Mr. Ridley* has pointed out. The first 
version is as follows:
Angela the old 
Died palsy-twitch*d, with meagre face deform;
The Beadsman, after thousand aves told,
For aye unsought for slept among his ashes cold.
After alteration it becomes half playful and half cynical:
Angela went off 
Twitch'd with the palsy; and with face deform 
The beadsman stiffen'd, 'twixt a sigh and laugh 
Ta'en sudden from his beads by one weak little cough**
Cynicism, though a dominant note in Don Juan, by no means 
sums up the versatility of its style, which sparkles with a 
mixture of the sarcastic and the pathetic, the facetious and 
the gloomy, the sublime and the ridiculous. Its morality 
probably cannot be doubted. Byron himself wrote to Murray:
'I have not yet begun to copy out the Second Canto, which is 
finished, from natural laziness, and the discouragement of the 
milk and water they have thrown upon the First. I say all this
* Cf. Ridley, op.cit. , 179-80.
Finney (op.cit. , 690-1^ also finds Byron's influence in the 
revision of the poem.
** From the British Museum MS. Egerton 2780.
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to them as to you, that is, for you to say to them, for I will 
have nothing underhand. If they had told me the poetry was 
had, I would have acquiesced; but they say the contrary, and 
then talk to me about morality —  the first time I ever heard 
the word from any body who was not a rascal that used it for 
a purpose. I maintain that it is the most moral of poems; 
but if people won't discover the moral, that is their fault, 
not mine.'* But at the same time its manner is decidedly 
playful, seldom serious. Byron again said: 'You are too earnest 
and eager about a work never intended to be serious. Do ^ou 
suppose that I could have any intention but to giggle and make 
giggle? —  a playful satire, with as little poetry as could be 
helped, was what I meant.'** Don Juan is, in effect, a comic
* To Murray, 1 February 1819•
Andrew Rutherford (Byron, a Critical Study, 1961 , p.146) 
believes that Byron's assertion about the morality of Don Juan 
is justified: 'It expresses his deep hatred of emotional and 
intellectual dishonesty or delusion, -he contempt for hypocrisy, 
false sentiment, and cant of every kind; and he sets himself the 
great satiric task of demonstrating, both in jest and earnest, 
the reality that lies behind the self-deceptions, the pretences, 
the illusions, which we normally accept so readily as the whole 
truth.'
** To Murray, 12 August 1819*
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satire.
Keats* Cap and Bells has been called a Byronic imitation. 
Except for the supernatural machinery, which Keats may have 
derived from Spenser's Faerie Queene and Shakespeare's A Mid­
summer Night's Dream, it may justifiably be called so, because 
in essence The Cap and Bells is a comic satire. As a satire 
it inevitably has a moral; and because it is comic, its manner 
is mostly playful, as in Don Juan. It has been pointed out 
that Keats' poem is a satire on the prince Regent.
In studying The Cap and Bells in relation to Don Juan my 
purpose is twofold: first, to examine the Byronic elements in 
Keats' poem, which have not been examined carefully enough, 
and second, to give a reappraisal of Keats' attitude to Byron. 
About the Byronic elements in Keats' poem commentators so far 
have contented themselves with only pointing out the resemblance 
between Byron's poem to Lady Byron, written on 18th March 1816, 
two months after their separation, —
Fare thee well! and if for ever.
Still for ever, fare thee well:
E v e n  t h o u g h  u n f o r g i v i n g ,  n e v e r
'Gainst thee shall my heart rebel,
—  a n d  K e a t s '  s t a n z a  w h e r e  E l f i n a n  a d d r e s s e d  B e l l a n a i n e  b e f o r e
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h e  d e p a r t e d  f o r  C a n t e r b u r y :
H e  b o w ' d  a t  B e l l a n a i n e ,  a n d  s a i d  —  ' P o o r  B e l l i  
F a r e w e l l I  f a r e w e l l :  a n d  i f  f o r  e v e r :  s t i l l  
F o r  e v e r  f a r e  t h e e  w e l l : ' *
I n  T h e  C a p  a n d  B e l l s  t h e r e  a r e ,  h o w e v e r ,  o t h e r  B y r o n i c  
e l e m e n t s ,  n o t  p r e v i o u s l y  f o u n d  i n  K e a t s '  p o e t r y .  W i t  o f  a  
h i g h  o r d e r ,  i r o n i c  b u t  p l a y f u l ,  i s  s e e n  s o o n  a f t e r  t h e  o p e n i n g .  
K e a t s  i s  s p e a k i n g  o f  E l f i n a n ' s  c r i m e  o f  p r e f e r r i n g  m o r t a l  w o m e n  
t o  f a e r i e s  o f  h i s  b r o o d :
A n d  a l l  t h e  p r i e s t h o o d  o f  h i s  c i t y  w e p t ,
#  # # #  #
T h e y  w e p t ,  h e  s i n ^ d ,  a n d  s t i l l  h e  w o u l d  s i n  o n .
T h e y  d r e a m t  o f  s i n ,  a n d  h e  s i n n ' d  w h i l e  t h e y  s l e p t . * *
T h i s  e l e m e n t  o f  w i t  a b o u n d s  i n  t h e  f i r s t  t w o  c a n t o s  o f  D o n  J u a n .
L e t  m e  b u t  q u o t e  t h e  s t a n z a  w h e r e  B y r o n  d e s c r i b e s  D o n  J o s é ' s  
s e x u a l  m i s c o n d u c t ,  h o w  h e  ' n e v e r  d r e a m e d  h i s  l a d y  w a s  c o n c e r n e d ' ,  
a s  a n  i l l u s t r a t i o n :
H e  w a s  a  m o r t a l  o f  t h e  c a r e l e s s  k i n d .
W i t h  n o  g r e a t  l o v e  f o r  l e a r n i n g ,  o r  t h e  l e a r n e d .
W h o  c h o s e  t o  g o  w h e r e ' e r  h e  h a d  a  m i n d .
A n d  n e v e r  d r e a m e d  h i s  l a d y  w a s  c o n c e r n e d ;
* The Cap and Bells, LXVIII
** Ibid. , II•
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T h e  w o r l d ,  a s  u s u a l ,  w i c k e d l y  i n c l i n e d  
T o  s e e  a  k i n g d o m  o r  a  h o u s e  o v e r t u r n e d .
W h i s p e r e d  h e  h a d  a  m i s t r e s s ,  s o m e  s a i d  t w o ,
B u t  f o r  d o m e s t i c  q u a r r e l s  o n e  w i l l  d o . *
I n  D o n  J u a n  B y r o n  s h o w s  u n u s u a l  s k i l l  i n  h i s  u s e  o f  r h y m e s .  
T h e  f o l l o w i n g ,  a b o u t  D o n n a  I n e z ' s  i l l i c i t  r e l a t i o n s h i p  w i t h  D o n  
A l f o n s o ,  i s  p a r t i c u l a r l y  b r i l l i a n t ;
A n d  i f  s h e  c o u l d  n o t  ( w h o  c a n ? )  s i l e n c e  s c a n d a l ,
A t  l e a s t  s h e  l e f t  i t  a  m o r e  s l e n d e r  h a n d l e .  * *
C o r a l l i n a ' s  c o u n s e l  c o n c e r n i n g  C r a f t i c a n t ,  —
H e ' s  E l f i n a n ' s  g r e a t  s t a t e - s p y  m i l i t a n t .
H i s  r u n n i n g ,  l y i n g ,  f l y i n g  f o o t - m a n  t o o , —
D e a r  m i s t r e s s ,  l e t  h i m  h a v e  n o  h a n d l e  a g a i n s t  y o u l * * *
—  i s  p e r h a p s  a  r e m i n i s c e n c e  o f  B y r o n .  T h e  w o r d  ' h a n d l e '  b y  
i t s e l f  i s  i n s i g n i f i c a n t ,  b u t  i t  a n t i c i p a t e s  a n  a r t i c l e  a b o u t  
t h e  p r è n c e s s '  s c a n d a l  i n  C r a f t i c a n t ' s  m e m o i r s ,  w h e r e  h e  a s s e r t s  
t h a t  ^ e  l o v e d  a  y o u t h  i n  A n g l e - l a n d :
T u r n  t o  t h e  c o p i o u s  i n d e x ,  y o u  w i l l  f i n d  
S o m e w h e r e  i n  t h e  c o l u m n ,  h e a d e d  l e t t e r  B .  ,
T h e  n a m e  o f  B e l l a n a i n e ,  i f  y o u ' r e  n o t  b l i n d ;
* Don Juan, I, xix.
** Ibid. , I, Ixvii.
*** The Cap and Bells, VI.
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Then pray refer to the text, and you will see 
An article made up of calumny 
Against this highland princess, rating her 
For giving way, so over fashionably.
To this new-gangled vice, which seems a burr 
Stuck in his moral throat, no coughing e'er could stir.
There he says plainly that she loved a man!
That she around him flutter'd, flirted, toy'd.
Before her marriage with great Elfinan;
That after marriage too, she never joy'd 
In husband's company, but still employ'd 
Her wits to 'scape away to Angle-land;
Where liv'd the youth, who worried and annoy'd 
Her tender heart, and its warm ardours fann'd 
To such a dreadful blaze, her side would scorch her hand.*
The tone of Don Juan is often conversational, at times 
confidenüal, as is apparent in the following passage, where 
Byron talks about Juan's family:
I knew his father well, and have some skill 
In character —  but it would not be fair 
From sire to son to augur good or ill:
He and his wife were an ill-sorted pair—
But scandal's my aversion —  I protest 
Against all evil speaking, even in jest.**
* Ibid. , XII-XIII.
** Don Juan, I, li.
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The irony is that Byron has already exposed the scandalous 
history of the family and is going to expose more of it, hut 
now he protests that he demises scandal even in jest. In like 
manner Keats has already talked of Bellanaine*s scandal and is 
going to talk more of it, but now he protests that this 'idle 
tittle tattle' is a subject fit only for 'waiting maids, and 
bed-room coteries'. The tone is equally conversational and 
confidential:
But let us leave this idle tittle tattle 
To waiting-maids, and bed-room coteries.
Nor till fit time against her fame wage battle.
Poor Elfinan is very ill at ease,
Let us resume his subject if you please.*
About Don Juan Hazlitt remarks: 'From the sublime to the 
ridiculous there is but one step.'** In the realistic description 
of the horror of the storm in the second canto of the poem, where 
Byron follows mainly Sir G. Dalzell's factual account in 
Shipwrecks and Disasters at Sea, published in 1812,*** he 
satirizes the cannibalistic tendency of man. For man after man 
was killed to provide food for fellow-sufferers. And yet they
* The Cap and Bells, XIV.
** Hazlitt, The Spirit of the Age.
*** Cf. Monthly Magazine, LlII, August 1821, and September 1821
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grieved;
They grieved for those who perished with the cutter,
And also for the biscuit-casks and butter.*
The Blackwood reviewer, not understanding Byron's satirical 
purport, was disgusted with this couplet,** as some people still 
are. But surely Hazlitt is right; rarely in English poetry 
are the sublime and the ridiculous such close neighbours.
Hazlitt's remakk may as well be applied to The Cap and Bells.
How from the sublime to the ridiculous there is but one step 
is best illustrated by this passage from Crafticant's diary;
Just upon three o'clock a falling star
I
Created an alarm among our troop.
Kill'd a man-cook, a page, and broke a jar,
A tureen, and three dishes, at one swoop.***
Or one may turn to Keats' description of the wedding procession:
And now the fairy escort was seen clear,
Like the old pageant of Aurora's train.
Above a pearl-built minster, hovering near;
First wily Crafticant, the chamberlain.
Balanced upon his grey-grown pinions twain.
His slender wand officially reveal'd;
* Don Juan, II, Ixi.
** Cf. Blackwood's Edinburgh Magazine, V, August 1819.
*** The Cap and Bells, LXXV.
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Then black gnomes scattering sixpences like rain;
Then pages three and three; and next, slave-held,
The Imaian 'scutcheon bright, -- one mouse in argent field.*
Byron's exactness about the time when Donna Julia committed 
adultery with Juan is intended partly as a satiric comment on 
history as no more than chronology:
'T was on a summer's day -- the sixth of June;
I like to be particular in dates.
Not only of the age, and year, but moon;
They are a sort of post-house, where the Fates 
Change horses, making history change its tune.
Then spur away o'er empires and o'er states,
Leaving at last not much besides chronology.
Excepting the post-obits of theology.
'T was on the sixth of June, about the hour
Of half-past six -- perhaps still nearer seven.**
One wonders if the trivial details of Crafticant's entry in his
diary are meant to be, satirically, part of his national history,
as his 'faméd memoirs of a thousand years' no doubt are. At any 
rate, Keats may have had Byron in mind in making Crafticant's 
diary full of trivialities, with little more than chronology, 
about which Crafticant is indeed very exact, as can be seen in
* Ibid. , LXV.
** Don Juan, I, ciii-civ.
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the following eottract:
Well, let us see, —  tenth hook and chapter nine,—
Thus Crafticant pursues his diary:—
t'Twas twelve o'clock at night, the weather fine,
Latitude thirty-six; our scouts descry
A flight of starlings making rapidly
Towards Thibet. Mem.: -- birds fly in the night ;
From twelve to half-past —  wings not fit to fly 
For a thick fog —  the princess sulky quite 
Call'd for an extra shawl, and gave her nurse a bite.'*
Keats could not have seen Byron's Dedication to Don Juan, 
because it was not published till after Byron's death, and so 
could not have seen Byron's direct attack on Coleridge's
i
metaphysics. Yet, in the course of the narrative Byron all the 
same has a sly satire on metaphysicians: it is when he describes 
Juan in love as one who has turned into a metaphysician:
he did the best he could 
With things not very subject to control.
And turned, without perceiving his condition.
Like Coleridge, into a metaphysician.**
It isoof course ridiculous to call Juan, at the age of sixteen, 
a metaphysician; and to call him so only because he was in love 
is doubtless intended as a slight on metaphysics. We have
* The Cap and Bells, LXXII
** Juan, I, xci.
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already discussed Keats* view of metaphysics, and it is 
interesting to observe that he likewise has a sly satire on it. 
Keats describes Crafticant thus;
Show him a mouse's tail, and he will guess,
With metaphysic swiftness, at the mouse ;
Show him; a garden, and with speed no less.
He'll surmise sagely of a dwelling house.*
To call the swiftness with which to guess at the mouse from the 
clue of a mouse's tail and to surmise of a dwelling house from 
the clue of a garden as 'metaphysic' is no less a bombast than 
Byron's description of Juan in love, and is equally intended 
as a sly satire on metaphysics, to show, obliquely, how little 
it could do.
In view of the above, we may venture to call in question 
the authenticity of Keats' alleged outburst against Byron 
as recorded by Lord Houghton in his monumental Life , Letters 
and Literary Remains of John Keats. Let me quote the passage 
concerned entire:
A violent storm in the Bay of Biscay lasted for thirty 
hours, and exposed the voyagers to considerable danger. "What 
awful music I" cried Severn, as the wages raged against the 
vessel. "Yes," said Keats, as a sudden lurch inundated the 
cabin, "Water parted from the sea". After the tempest had
* The Cap and Bells , VII.
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subsided, Keats was reading the description of the storm in 
"Don Juan" , and cast the book on the floor in a transport of 
indignation. "How horrible an example of human nature", he 
cried, "is this man, who has n.o pleasure left him but to gloat 
over and jeer, at the most awful incidents of life. Ohl this 
is a paltry originality, which consists in making solemn things 
gay, and gay things solemn, and yet it will fascinate thousands, 
by the very diabolical outrage of their sympathies. Byron's 
perverted education makes him assume to feel, and try to impart 
to others, those depraved sensations which the want of any 
education excites in many."*
It is not clear on what authority Lord Houghton bases 
this report of the conversation. Severn could have been the 
only authority. Yet, in William Sharp's Life and Letters of 
Joseph Severn, into which Severn's reminiscences of Keats are 
incorporated, there is no reference to this incident. One does 
not go so far of course as to accuse Lord Houghton of fabricating 
it, but the whole incident about Keats' outburst against Byron 
may well have been founded on a slip of memory or misrepresen­
tation. About Keats' reading of Don Juan there are some points 
which do not seem to tally with Lord Houghton's report. Prom 
what fee have seen, andl from Keats' own reference to the poem as 
'Lord Byron's last flash poem (which, by the way, is a fair 
description of the poem in view of its dazzling nature), it is
* Lord Houghton, Life, Letters, and Literary Remains of John 
Keats, 1848, pp.75“6.
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clear that Keats had read, with understanding, the first two 
cantos of the poem before the composition of The Cap and Bells.
It is therefore puzzling how the description of the storm, 
which forms over one-third of the second canto, could, in 
Lord Houghton's account, appear to be read by Keats for the 
first time during the voyage to Home, for it was read with 
such freshness and unpreparedness as to cause, according to 
Lord Houghton, a 'transport of indignation'. No less puzzling 
is how Keats could, in this alleged outburst, have shown so 
little understanding of Don Juan. The critic of a recent 
study of Byron's poetry quotes Lord Houghton's report with 
this comment; 'This, however, is to misinterpret Byron's tone 
and purpose in such.passages: he was trying to show —  now 
seriously, now sardonically, but not flippantly —  how men 
really think, feel and behave in crises and in sufferings, and 
for him this meant exhibiting the comical, grotesque, and 
shocking aspects of behaviour, as well as the pathetic and heroic 
which were usually to be found in novels or romances. The 
incongruities in his account of the wreck are therefore the 
result, not of depravity, but of his recognising the complexity 
and variety of human nature, and rejecting the false principle 
of selection which makes literature falsify life»'* Furthermore,
* A. Rutherford, op.cit. , pp.171-2. Rutherford, however, quotes 
the passage indirectly from The Keats Circle, ed. Rollins.
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Keats is said to have accused Byron of 'making solemn things 
gay, and gay things solemn'. Yeit, Keats had just attempted 
that very thing of which he accused Byron in The Cap and Bells , 
as we have seen. How, then, could Keats have accused others 
of what he himself had done?
To say that Keats , who had written the sonnet To Lord Byron 
in a spirit of enthusiasm and gratitude towards the end of 1814, 
when Byron was only half way through his poetical career, should 
now completely turn his hack on the author of Don Juan, Byron's 
most mature work, is tantamount to charging Keats with serious 
lack of perception. It is therefore necessary to re-examine 
Keats' attitude to Byron with care. The passage often quoted 
to illustrate Keats' wholesale condemnation of Byron is this, 
written probably on 18th September 1819 :
You speak of Byron and me —  There is this great difference 
between us. He describes what he sees -- I describe what I 
imagine. Mine is the hardest task. You see the immense difference
All this is reasoned, balanced judgment. We must remember that 
Keats had been re-writing his Hyperion. And the difference he 
spoke of between himself and Byron is, perhaps one agrees, the 
difference between Hyperion and Childe Harold. In Childe Harold, 
where scenery is often the main concern, Byron clearly describes
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what he sees. In Hyperion, where the Titans and the Olympic 
gods form the main subject, Keats clearly describes what he 
imagines. So far from accusing Byron of lack of imagination, 
(some critics interpret the above quotation as such), Keats 
was in fact pointing out the different modes of poetay they 
were writing. He was stating a fact, not making a criticism.
For if there was a poetical excellence different from his own, 
Keats would not be so egotistic and prejudiced as to be blind 
to it, though everyone would agree that Keats' task was a 
harder one than that of Byron. Indeed, it is the 'hardest' task 
ever carried out in poetry.
Another popular quotation from Keats' letters to demonstrate 
Keats' condemnation of Byron isithis sentence, written on 18th 
February 1819: 'Lord Byron cuts a figure —  but he is not 
figurative.' To understand the real meaning of this sentence, 
however, we must put it back in its context. Let us have :the 
relevant passage:
A Man's life of any worth is a continual allegory —  
and very few eyes can see the Mystery of his life —  a life 
like the scriptures, figurative —  which such people can no 
more make out than they can the hebrew Bible. Lord Byron cuts 
a figure -- but he is not figurative -- Shakespeare led a life 
of Allegory: his works are the comments on it.
There may be an element of scorn in what Keats said about
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Byron, who indeed cut a figure, and who was then indeed not 
figurative, because he was not leading a 'life of Allegory', 
and because there was little 'Mystery* about his life, at a 
time when his private life was public property. However, it 
would be interesting to know whether Keats would have modified 
his opinion of Byron, had he lived to see Byron's end in Greece 
As Keats saw Byron then, Keats was certainly right. What we 
should not overlook is that Keats was comparing Byron with 
Shakespeare, and Shakespeare, Keats' 'présider', was the only 
English poet Keats mentioned with reverence. Though Keats had 
no reverence for Byron, we cannot say he condemned him. For 
Keats was again making a statement of fact: a statement of the 
difference between Shakespeare and Byron. To be put beside 
Shakespeare in his full stature, the Byron of Childe Harold 
(Don Juan had not been published yet) was inevitably dwarfed 
and looked shallow. But since Keats cared to compare Byron 
with his 'présider' , he implicitly acknowledged the attention 
he paid to his contemporary.
Again, a sentence often quoted as evidence of Keats' 
indifference to Byron is this:
Your letter and its sonnets gave me more pleasure than 
will the 4th Book of Childe Harold and the whole of anybody's 
life and opinions.
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This quotation from Keats' letter to Reynolds of $rd February 
1818 should again be put back in its context. The letter, 
where he said, 'I will cut all this -- I will have no more of 
Wordsworth or Hunt in particular,' was written in bitterness, 
as we have seen in our discussion of Keats' relationship with 
Wordsworth, and could hardly be taken seriously where his 
remarks on 'modern poets' are concerned. What is more note­
worthy is that, when he wrote the letter, the fourth book of 
Childe Harold had not yet come out. In his bitterness he only 
betrayed an expectant tone, as this is confirmed by his letter 
to his brothers written less than three weeks later: 'Lord 
Byron's 4th Canto is expected out.'
There are good reasons for us to believe that of all his 
contemporaries Keats looked upon Wordsworth as the 'Prince of 
the Bards of his Time', and that after Wordsworth he placed 
Byron. His reference to Byron as a 'literary King' means no 
more than his acknowledgment of Byron's popularity and does not 
help our understanding of his attitude to Byron's poetry. What 
helps is the letter he wrote to Bailey on 8th October 1817 when 
he was 'disgusted' with literary men:
I am quite disgusted with literary Men —  and will never 
know another except Wordsworth —  no not even Byron.
It must have been a pleasure for Keats to be able to confide
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to the ardent Wordsworthian Bailey his admiration for Wordsworth 
when he did mean it. But considering that the letter was 
written to Bailey, Byron was unavoidably treated with indifference. 
Eveni the% from the way Keats put Byron's name after Wordsworth, 
we can perhaps deduce that, if Keats would like to know one 
more literary man apart from Wordsworth, it would be Byron.
On Byron's credit side, Keats quoted from Manfred, 'Sorrow 
is knowledge', in his letter to Reynolds of 3rd May 1818. And 
though these two lines, —
I am free from Men of pleasure's cares.
By dint of feelings far more deep than theirs,
which come from The Story of Rimini, were quoted by Keats 
as Byron's by mistake in his letter to George and Georgiana
r
of 14-31 October 1818 ('This is Lord Byron, and is one of the 
finest things he has said.') they probably reflect what Keats 
in one way thought of Byron. If we put the two quotations 
together -- the one from Manfred and the one from The Story of 
Rimini —  we find that they roughly correspond to each other: 
'sorrow' corresponds to the opposite of 'Men of pleasure', and 
'knowledge' corresponds to 'deep feelings'. For Keats Byron was 
probably partly one who had, through suffering, increased his 
knowledge and deepened his feelings. That is a reasonable 
picture of one side of Byron. On the whole, therefore, we
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may say, allowing fully their fundamental difference, that 
Keats* attitude to Byron was one of critical acceptance, as 
this chapter so far has shown.
Having examined Keats* attitude to Byron, we are perhaps 
in a stronger position to demonstrate the influence, if any, 
of Childe Harold on The Fall of Hyperion, part of which was 
written at about the same time as The Cap and Bells. While 
in the morning Keats composed The Cap and Bells in Brown's 
company, in the evening he was alone rewriting part of his 
Hyperion. It is not a matter for surprise that Byron, whose 
influence has revealed to be strong in the comic satire, should 
also have affected The Fall.
Meanwhile, the long-established claim of the fine scholar 
John; Livingston Lowes* that Plutarch's Lives constitutes a 
major source for Keats' description of Moneta's temple must be 
carefully examined. The only external evidence of Keats' having 
seen Plutarch's Lives is found in his letter to Haydon of 
10 May 1817: 'When Tom who meets with some of Pope's Homer in 
Plutarch's Lives reads some of those to me they seem like Mice 
to mine.' It appears that Keats' distaste for pope's Homer 
would not have greatly induced himi to read that translation of
* J.L.Lowes, 'Moneta's Temple', P.M.L.A., LI, 1956.
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Plutarch which Tom came across. However, it does not preclude 
a possibility. Lowes has found that the translation of the 
Lives with Pope's Homer which Tom was reading was either the
translation 'By Several Hands' in the editions of 1758 and
later (hereafter referred to as the 1758 translation) or the 
Langhorne translation of 1770 and its later editions (hereafter 
referred to as the 1770 translation). As to internal evidence 
Lowes supplies this piece. In Endymion Keats has —
What care, though owl did fly
About the great Athenian admiral's mast?*
The 1758 translation has --
Some say, that while Themistocles was discoursing of 
these things upon the deck, there was an owl seen flying to 
the right hand of the fleet, which came and sattupon the top 
of the mast.**
Those two lines fronn Endymion may have been a reminiscence of 
Plutarch in its 1758 translation. In the 1770 translation 
it is the 'shrouds', not 'mast', which is used.
What Lowes has so far established is that Keats had read 
the 1758 translation of Plutarch. Yet, this is not the point
* Endymion, II, 22-3
** Plutarch, I, 296.
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L o w e s  w a n t s  t o  m a k e .  H a v i n g  p r o v i d e d  b o t h  e x t e r n a l  a n d  
i n t e r n a l  e v i d e n c e  i n  f a v o u r  o f  t h e  1 7 5 8  t r a n s l a t i o n ,  h e  
s u d d e n l y  b r i n g s  i n  N o r t h ' s  t r a n s l a t i o n  ( L o w e s  u s e s  t h e  I676 
e d i t i o n ) ,  o n l y  b e c a u s e  l i k e  t h e  1 7 5 8  t r a n s l a t i o n  i t  a l s o  h a s  
' m a s t '  i n  t h e  p a s s a g e  c o r r e s p o n d i n g  t o  t h e  o n e  q u o t e d  a b o v e .
A n d  w h a t  L o w e s  a i m s  a t  i s  t o  e s t a b l i s h  K e a t s '  d e b t  t o  N o r t h ' s  
t r a n s l a t i o n  i n  T h e  F a l l  o f  H y p e r i o n .  T h i s ,  u n f o r t u n a t e l y ,  i s  
n o t  w a r r a n t e d  b y  e x t e r n a l  e v i d e n c e ,  b e c a u s e  N o r t h ' s  t r a n s l a t i o n  
d o e s  n o t  u s e  P o p e ' s  H o m e r  a n d  s o  c o u l d  n o t  h a v e  b e e n  t h e  o n e  
T o m  c a m e  a c r o s s .  L o w e s  a r g u e s  p l a u s i b l y  t h a t  K e a t s  h a d  r e a d  
m o r e  t h a n  o n e  v e r s i o n  o f  P l u t a r c h ,  i n c l u d i n g  t h a t  b y  N o r t h .
B u t  s i n c e  K e a t s  w a s  n o t  a  s c h o l a r  l i k e  L o w e s ,  i t  i s  d o u b t f u l
i f  h e  w o u l d  h a v e  r e a d  m o r e  t h a n  o n e  v e r s i o n  o f  t h e  s a m e  w o r k .
Jk'iAfLr*-
T h e x e ,  w e  c a n n o t  s a y  t h a t  w e  r e a l l y  h a v e  a n y  e x t e r n a l  
e v i d e n c e  f o r  K e a t s '  r e a d i n g  o f  N o r t h ' s  t r a n s l a t i o n  o f  P l u t a r c h .
I f ,  h o w e v e r ,  L o w e s  c a n  p r o v i d e  s u f f i c i e n t  i n t e r n a l  e v i d e n c e  
t o  d e m o n s t r a t e  i t s  i n f l u e n c e  o n  T h e  F a l l  o f  H y p e r i o n ,  h e  c a n  
s t i l l  p r o v e  h i s  c a s e .  U s i n g  N o r t h ' s  t r a n s l a t i o n ,  L o w e s  q u o t e s  
f r o m  P l u t a r c h ' s  L i f e  o f  P e r i c l e s  t h e  d e s c r i p t i o n  o f  t h e  P a r t h e n o n ,  
t h e  O d e o n ,  a n d  t h e  c i t a d e l  o r  C a s t l e  i n  A t h e n s ,  w h i c h  h e  t h i n k s  
h a d  b e e n  r e a d  b y  K e a t s  w i t h  s t i r r e d  i m a g i n a t i o n .  I  g i v e  t h e  
p a s s a g e  a s  L o w e s  q u o t e s  i t ;
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T h e  T e m p l e  o f  P a l l a s ,  w h i c h  i s  c a l l e d  P a r t h e n o n  . . .  w a s  
b u i l t  b y  I c t i n u s  a n d  C a l l i c r a t e s ;  a n d  t h e  C h a p p e l  o f  E l e u s i n  
. . .  w a s  f i r s t  f o u n d e d  b y  C o r o e b u s ,  w h o  r a i s e d  u p  t h e  f i r s t  
p i l l a r s  i n  o r d e r  . . .  M i t a g e n e s  . . .  d i d  s e t  t h e  p i l l a r s  i n  
o r d e r  . . .  a n d  X e n o c l e s  . . .  w a s  h e  t h a t  m a d e  t h e  l a n t h o r n  o r  
t o p  o f  t h e  s t e e p l e  w h i c h  c o v e r e t h  t h e  S a n c t u a r y .  . . .  T h e  
T h e a t e r  . . .  i s  c a l l e d  O d e o n .  . . .  I t  i s  v e r y  w e l l  m a d e  w i t h i n  
w i t h  d i v e r s  s e a t s  a n d  d e g r e e s , a n d  m a n y  r a n g e s  o f  p i l l a r s , 
b u t  t h e  t o p  o f  t h e  r o o f  i s  a l t o g e t h e r  r o u n d ,  w h i c h  i s  s o m e w h a t  
h a n g i n g  d o w n w a r d  r o u n d  a b o u t  o f  i t s e l f ,  c o m i n g  t o g e t h e r  i n t o  
o n e  p o i n t .  . . .  T h e  g a t e  a n d  e n t r i n g  i n t o  t h e  C a s t l e  w a s  m a d e  
. . .  u n d e r  t h e  c h a r g e  o f  M e n e s e c l e s  . . .  a n d  w h i l e s t  t h e s e  g a t e s  
w e r e  a  b u i l d i n g  e t c .  . . .  H e  [ P e r i c l e s ]  c a u s e d  t h e  I m a g e  o f  
t h e  g o d d e s s  M i n e r v a  . . .  t o  b e  . . .  s e t  u p  w i t h i n  t h e  t e m p l e  o f  
t h e  C a s t l e  n e a r  u n t o  t h e  A l t a r  . . .  B u t  t h e  g o l d e n  I m a g e  o f  
M i n e r v a  w a s  m a d e  b y  P h i d i a s ,  e t c . *
L o w e s  t h e n  a s k s  u s  t o  t u r n  t o  T h e  F a l l  o f  H y p e r i o n .  I  a g a i n  
g i v e  t h e  f o l l o w i n g  p a s s a g e  a s  h e  q u o t e s  i t :
I  l o o k ’ d  a r o u n d  u p o n  t h e  c a r v e d  s i d e s  
O f  a n  o l d  s a n c t u a r y  w i t h  r o o f  a u g u s t  . . .
. . .  w h a t  I  h a d  s e e n  . . .
S e e m ' d  b u t  t h e  f a u l t u r e  o f  d e c r e p i t  t h i n g s  
T o  t h a t  è t e r n a l  d o m e d  m o n u m e n t  • . •
T u r n i n g  f r o m  t h e s e  w i t h  a w e ,  o n c e  m o r e  I  r a i s ' d  
M y  e y e s  t o  f a t h o m  t h e  s p a c e  e v e r y  w a y ;
T h e  e m b o s s e d  r o o f ,  t h e  s i l e n t  m a s s y  r a n g e
* Pp.138-9.
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O f  c o l u m n s  n o r t h  a n d  s o u t h ,  e n d i n g  i n  m i s t  
O f  n o t h i n g ;  t h e n  t o  e a s t w a r d ,  w h e r e  b l a c k  g a t e s  
W e r e  s h u t  a g a i n s t  t h e  s u n r i s e  e v e r m o r e .
T h e n  t o  t h e  w e s t  I  l o o k ’ d ,  a n d  s a w  f a r  o f f  
A n  i m a g e ,  h u g e  o f  f e a t u r e  a s  a  c l o u d .
A t  l e v e l  o f  w h o s e  f e e t  a n  a l t a r  s l e p t ,
T o  b e  a p p r o a c h ’ d  o n  e i t h e r  s i d e  b y  s t e p s  
A n d  m a r b l e  b a l u s t r a d e ,  a n d  p a t i e n t  t r a v a i l  
T o  c o u n t  w i t h  t o i l  t h e  i n n u m e r a b l e  d e g r e e s .
A d m i t t e d l y  t h e r e  i s  a  c o m m o n  v o c a b u l a r y  u s e d :  s u c h  a s  s a n c t u a r y ,  
r o o f ,  g a t e s ,  a l t a r ,  i m a g e ,  a n d  d e g r e e s .  B u t  s u c h  a  v o c a b u l a r y  
i s  r e a l l y  a  c o m m o n  o n e ,  u s e d  i n  a n y  f u l l  d e s c r i p t i o n  o f  a  
t e m p l e .  W h y  s h o u l d  K e a t s ,  t h e n ,  o f  a l l  b o o k s  o n  t e m p l e s ,  r e s o r t  
t o  P l u t a r c h ?  A n d  h o w  c o u l d  K e a t s  h a v e  r e a d  t h a t  r a t h e r  d u l l  
a c c o u n t  w i t h  s t i r r e d  i m a g i n a t i o n ?  L o w e s ’  i n t e r n a l  e v i d e n c e ,  
w e  m u s t  s a y ,  i s  u n s a t i s f a c t o r y .
O n  t h e  o t h e r  h a n d ,  L o w e s  i s  p e r f e c t l y  r i g h t  i n  p o i n t i n g  
o u t  K e a t s ’  u s e  o f  P o t t e r ’ s  A r c h a e o l o g i a  Q r a e c a ,  a  b o o k  K e a t s  
p o s s e s s e d *  p o t t e r ’ s  c h a p t e r ,  ’ O f  t h e i r  T e m p l e s ,  A l t a r s ,  I m a g e s ,  
G r o v e s ,  A s y l a ,  a n d  S a c r e d  F i e l d s ’ ,  c o n t a i n s  d e t a i l e d  d e s c r i p t i o n s  
o f  t h e  G r e e k  t e m p l e s .  T h e  p a s s a g é  w h e r e  t h e  e a s t e r n  g a t e s  o f  
t h e  s a n c t u a r y  a r e  s a i d  t o  b e  ’ s h u t  a g a i n s t  t h e  s u n r i s e  e v e r m o r e ’ 
i s  u n d o u b t e d l y  a  r e m i n i s c e n c e  o f  P o t t e r ;  ’ T h e  w a y  o f  b u i l d i n g
584
t e m p l e s  t o w a r d s  t h  e  e a s t ,  s o  a s  t h e  d o o r s  b e i n g  o p e n e d ,  
s h o u l d  r e c e i v e  t h e  r i s i n g  s u n ,  w a s  v e r y  a n c i e n t . ’  B u t  t h i s  
p r o v e s  t h a t ,  i n  i t s  o r i e n t a t i o n  o n l y ,  t h e  s t r u c t u r e  i n  K e a t s ’  
p o e m  f o l l o w s  a  G r e e k  t e m p l e .  I t  h a s  n o t  p r o v e d  t h a t  t h e  w h o l e  
s t r u c t u r e  i s  n e c e s s a r i l y  m o d e l l e d  o n  a  G r e e k  t e m p l e  ,  a s  L o w e s  
c l a i m s  i t  i s .
I n  f a c t ,  K e a t s  d o e s  n o t  w a n t  t o  s p e c i f y  w h a t  s o r t  o f  
s t r u c t u r e  M o n e t a ’ s  t e m p l e  i s ,  s i n c e  i t  i s  i n  a  v i s i o n .
W h a t  K e a t s  w a n t s  t o  s p e c i f y ,  o n  t h e  o t h e r  h a n d ,  i s  i t s  
i m m e n s i t y ,  i t s  g r a n d e u r  a n d  i t s  i m p o r t a n c e ,  s o  t h a t  i t  b e c o m e s  
a  f i t  p l a c e  t o  r e c e i v e  r e v e l a t i o n s  o n  t h e  m y s t e r y  o f  p o e t r y  
a n d  l i f e .  W h e r e  c o u l d  h e  t u r n  f o r  i n s p i r a t i o n  f o r  t h e  c o n c e p t i o n  
o f  s u c h  a  s t r u c t u r e ?  W h e r e  e l s e  b u t  t h e  g r a n d e s t  s t r u c t u r e s  
e v e r  b u i l t  b y  m a n ?  S i n c e  K e a t s  w a s  n o  g r e a t  t r a v e l l e r ,  h e  
w a s  f o r c e d  t o  r e l y  o n  l i t e r a r y  s o u r c e s .  D e s c r i p t i o n s  o f  
G r e e k  t e m p l e s ,  t h e  P a r t h e n o n  o r  t h e  E r e c h t h e u m ,  a e s t h e t i c a l l y  
i m p r e s s i v e  s t r u c t u r e s ,  h e  c o u l d  f i n d  r e a d y  t o  h a n d ,  b u t  t h e y  
a r e  n o t  p a r t i c u l a r l y  n o t e d  f o r  i m m e n s i t y  o r  g r a n d e u r .
W h y  n o t  t h e n  C h a r t r e s ,  C o l o g n e ,  o r  S t .  P e t e r ’ s ?  C h i l d e  H a r o l d , 
i t  s h o u l d  b e  r e m e m b e r e d ,  i s ,  a m o n g  o t h e r  t h i n g s ,  a  p o e t i c a l  
t r a v e l  b o o k .  T h e r e  i s  n o  d o u b t  t h a t  K e a t s  r e a d  i t ,  f o r  h e  w a s  
l o o k i n g  f o r w a r d  t o  t h e  p u b l i c a t i o n  o f  i t s  f o u r t h  c a n t o  w h e n  h e
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wrote to his brothers on 21 February 1818: ’Lord Byron’s 
4th Canto is expected out.’ The importance of the fourth 
canto of Childe Harold in this connection is that it contains 
a description of the chief architectural structures in Rome. 
St. Peter’s, which for Byron stands supreme among ’temples 
old, or altars new’, is described with singularly poignant 
lucidity:
But loi the Dome--the vast and wondrous Dome,
To which Diana’s marvel was a cell —
Christ’s mighty shrine above His martyr’s tombl 
I have beheld the Ephesian’s miracle-- 
Its columns strew the wilderness, and dwell 
The hyaena and the jackal in their shade;
I have beheld Sophia’s bright roofs swell 
Their glittering mass i ’ the Sun, and have surveyed 
Its sanctuary the while the usurping Moslem prayed;
But thou, of temples old, or altars new,
Standest alone— with nothing like to thee —  
Worthiest of Cod, the Holy and the TrueI 
Since Zion’s desolation, when that He 
Forsook his former city, what could be,
Of earthly structures, in His honour piled.
Of a sublimer aspect? Majesty--
Power— Glory— Strength— and Beauty all are aisled 
In this eternal Ark of worship undefiled.
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E n t e r :  i t s  g r a n d e u r  o v e r w h e l m s  t h e e  n o t ;
A n d  w h y ?  i t  i s  n o t  l e s s e n e d — h u t  t h y  m i n d ,
E x p a n d e d  b y  t h e  g e n i u s  o f  t h e  s p o t ,
H a s  g r o w n  c o l o s s a l ,  a n d  c a n  o n l y  f i n d  
A  f i t  a b o d e  w h e r e i n  a p p e a r  e n s h r i n e d  
T h y  h o p e s  o f  I m m o r t a l i t y — a n d  t h o u  
S h a l t  o n e  d a y , i f  f o u n d  w o r t h y ,  s o  d e f i n e d ,
S e e  t h y  G o d  f a c e  t o  f a c e ,  a s  t h o u  d o s t  n o w  
H i s  H o l y  o f  H o l i e s — n o r  b e  b l a s t e d  b y  h i s  b r o w .
T h o u  m o v e s t ,  b u t  i n c r e a s i n g  w i t h  t h e  a d v a n c e .
L i k e  c l i m b i n g  s o m e  g r e a t  A l p ,  w h i c h  s t i l l  d o t h  r i s e .  
D e c e i v e d  b y  i t s  g i g a n t i c  e l e g a n c e —
V a s t n e s s  w h i c h  g r o w s ,  b u t  g r o w s  t o  h a r m o n i s e - -  
A l l  m u s i c a l  i n  i t s  i m m e n s i t i e s ;
R i c h  m a r b l e s ,  r i c h e r  p a i n t i n g - - s h r i n e s  w h e r e  f l a m e  
T h e  l a m p s  o f  g o l d — a n d  h a u g h t y  d o m e  w h i c h  v i e s  
I n  a i r  w i t h  E a r t h ' s  c h i e f  s t r u c t u r e s ,  t h o u g h  t h e i r  f r a m e  
S i t s  o n  t h e  f i r m - s e t  g r o u n d - - a n d  t h i s  t h e  c l o u d s  m u s t  c l a i m ,
T h o u  s e e s t  n o t  a l l — b u t  p i e c e m e a l  t h o u  m u s t  b r e a k .
T o  s e p a r a t e  c o n t e m p l a t i o n ,  t h e  g r e a t  w h o l e ;
A n d  a s  t h e  O c e a n  m a n y  b a y s  w i l l  m a k e
T h a t  a s k  t h e  e y e — s o  h e r e  c o n d e n s e  t h y  s o u l
T o  m o r e  i m m e d i a t e  o b j e c t s ,  a n d  c o n t r o l
T h y  t h o u g h t s  u n t i l  t h y  m i n d  h a t h  g o t  b y  h e a r t
I t s  e l o q u e n t  p r o p o r t i o n s ,  a n d  u n r o l l
I n  m i g h t y  g r a d u a t i o n s ,  p a r t  b y  p a r t ,
T h e  G l o r y  w h i c h  a t  o n c e  u p o n  t h e e  d i d  n o t  d a r t .
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N o t  b y  i t s  f a u l t — b u t  t h i n e :  O u r  o u t w a r d  s e n s e  
I s  b u t  o f  g r a d u a l  g r a s p — a n d  a s  i t  i s  
T h a t  w h a t  w e  h a v e  o f  f e e l i n g  m o s t  i n t e n s e  
O u t s t r i p s  o u r  f a i n t  e x p r e s s i o n ;  e v e n  s o  t h i s  
O u t s h i n i n g  a n d  o v e r w h e l m i n g  e d i f i c e  
P o o l s  o u r  f o n d  g a z e ,  a n d  g r e a t e s t  o f  t h e  g r e a t  
D e f i e s  a t  f i r s t  o u r  N a t u r e ' s  l i t t l e n e s s .
T i l l ,  g r o w i n g  w i t h  i t s  g r o w t h ,  w e  t h u s  d i l a t e  
O u r  S p i r i t s  t o  t h e  s i z e  o f  t h a t  t h e y  c o n t e m p l a t e . *
I t  i s  n o  s u r p r i s e  t h a t  K e a t s  s h o u l d  t u r n  t o  B y r o n ,  a s  h e  w o u l d  
t u r n  t o  a n  i n s p i r e d  t r a v e l  b o o k ,  i n s t e a d  o f  t h e  d u l l e r  P l u t a r c h ,  
f o r  ^ a c c o u n t  o f  t h e  c h i e f  s t r u c t u r e s  o n  e a r t h .  R o g e r ' s  I t a l y ,  
w h i c h  w a s  p u b l i s h e d  t o o  l a t e  f o r  K e a t s  t o  r e a d ,  l i k e w i s e  h a d  t o  
l o o k  t o  B y r o n .  :
T h e r e  a r e  t w o  p o s s i b l e  w a y s  i n  w h i c h  B y r o n  m a y  h a v e  
i n f l u e n c e d  K e a t s :  e i t h e r  K e a t s  f i r s t  t h o u g h t  o f  t h e  n e e d  o f  
a  t e m p l e  f o r  h i s  n e w  H y p e r i o n  a n d  t h e n  s o u g h t  h e l p  f r o m  o t h e r g ,  
c h i e f l y  B y r o n ;  o r  i n  t h e  c o u r s e  o f  h i s  r e a d i n g  o f  t h e  f o u r t h  
c a n t o  o f  C h i l d e  H a r o l d  h e  w a s  s o  s u d d e n l y  s t r u c k  b y  t h i s  
m a g n i f i c e n t  d e s c r i p t i o n  o f  t h a t  ' e t e r n a l  A r k  o f  w o r s h i p *  t h a t  
h e  c a m e  t o  r e a l i z e  w h a t  a  f i n e  t h i n g  i t  w o u l d  b e  t o  i n t r o d u c e  
a  s i m i l a r  s t r u c t u r e  i n  h i s  p o e m .  A  c l o s e  e x a m i n a t i o n  w i l l  
r e v e a l  t h a t  t h e  r e s e m b l a n c e  b e t w e e n  B y r o n ' s  d e s c r i p t i o n  o f
* Childe Harold, IV, cliii-clviii.
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S t .  P e t e r ' s  a n d  K e a t s '  d e s c r i p t i o n  o f  M o n e t a ' s  t e m p l e  i s  
r e m a r k a b l e .  W e  m a y  o v e r l o o k  t h e  c o m m o n  v o c a b u l a r y  t h e y  s h a r e ,  
s u c h  a s  s a n c t u a r y ,  d o m e ,  r o o f ,  c o l u m n s  a n d  a l t a r ,  b e c a u s e  
w h a t e v e r  r e s e m b l a n c e  t h e r e  i s ,  i t  s o o n  p r o v e s  s u p e r f i c i a l .
O n  t h e  o t h e r  h a n d ,  t h e i r  r e a l  r e s e m b l a n c e  i s  m o r e  s u b t l e ,  
a n d  n o t  j u s t  v e r b a l :  o u r  e v i d e n c e ,  w h e n  i s o l a t e d ,  w i l l  m a t t e r  
l i t t l e ,  a n d  o n l y  w h e n  i t  i s  c u m u l a t e d  w i l l  i t  b e  s e e n  i n  i t s  
t r u e  s t r e n g t h .
F i r s t ,  M o n e t a ' s  t e m p l e  i s  c o m p a r a b l e  t o  B y r o n ' s  S t . P e t e r ' s  
i n  i m m e n s i t y  a n d  g r a n d e u r .  B y r o n  d e s c r i b e s  S t .  P e t e r ' s  t h u s :
B u t  t h o u ,  o f  t e m p l e s  o l d ,  o r  a l t a r s  n e w ,
S t a n d e s t  a l o n e — w i t h  n o t h i n g  l i k e  t o  t h e e .
w h a t  c o u l d  b e ,
O f  e a r t h l y  s t r u c t u r e s ,  i n  H i s  h o n o u r  p i l e d ,
O f  a  s u b l i m e r  a s p e c t ?  M a j e s t y —
P o w e r - - G l o r y — S t r e n g t h — a n d  B e a u t y  a l l  a r e  a i s l e d  
I n  t h i s  e t e r n a l  A r k  o f  w o r s h i p  u n d e f i l e d .
T h o u  s e e s t  n o t  a l l - - b u t  p i e c e m e a l  t h o u  m u s t  b r e a k .
T o  s e p a r a t e  c o n t e m p l a t i o n ,  t h e  g r e a t  w h o l e ;
A n d  a s  t h e  O c e a n  m a n y  b a y s  w i l l  m a k e  
T h a t  a s k  t h e  e y e — s o  h e r e  c o n d e n s e  t h y  s o u l  
T o  m o r e  i m m e d i a t e  o b j e c t s .
K e a t s  s i m i l a r l y  s t r e s s e s  t h e  i m m e n s i t y  a n d  g r a n d e u r  o f  M o n e t a ' s  
t e m p l e :
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S o  o l d  t h e  p l a c e  w a s ,  I  r e m e m b e r e d  n o n e
T h e  l i k e  u p o n  t h e  e a r t h ;  w h a t  I  h a d  s e e n
O f  g r e y  C a t h e d r a l s ,  b u t t r e s s ' d  w a l l s ,  r e n t  t o w e r s ,
T h e  s u p e r a n n u a t i o n s  o f  s u n k  r e a l m s ,
O r  N a t u r e ' s  R o c k s  t o i l ' d  h a r d  i n  w a v e s  a n d  w i n d s ,
S e e m ' d  b u t  t h e  f a u l t u r e  o f  d e c r e p i t  t h i n g s  
T o  t h a t  e t e r n a l  d o m e d  m o n u m e n t .
B o t h  B y r o n  a n d  K e a t s  b e l i e v e  t h a t  t h e y  c a n n o t  f i n d  t h e  l i k e s  
o f  t h e i r  s t r u c t u r e s  o n  e a r t h .  K e a t s '  r e f e r e n c e  t o  ' N a t u r e ' s  
R o c k s  t o i l ' d  h a r d  i n  w a v e s  a n d  w i n d s '  m a y  h a v e  b e e n  a  r e m i n i s c e n c e  
o f  P i n g a l ' s  C a v e ,  a s  L o w e s  s u g g e s t s ;  b u t  i t  m a y  h a v e  o w e d  
s o m e t h i n g  a l s o  t o  B y r o n ' s  c o m p a r i s o n  o f  S t .  p e t e r ' s  w i t h  t h e  
o c e a n  a n d  i t s  m a n y  b a y s .
K e a t s '  a l l u s i o n  t o  t h e  ' s u p e r a n n u a t i o n s  o f  s u n k  r e a l m s '  
m a y  a l s o  h a v e  b e e n  s u g g e s t e d  b y  B y r o n ' s  l a m e n t  o f  ' d e a d  e m p i r e s '  
w i t h  t h e i r  ' b r o k e n  t h r o n e s  a n d  t e m p l e s '  ;
O h ,  R o m e  I  m y  C o u n t r y Î  C i t y  o f  t h e  S o u l I
T h e  o r p h a n s  o f  i h e  h e a r t  m u s t  t u r n  t o  t h e e ,
L o n e  M o t h e r  o f  d e a d  E m p i r e s  I  a n d  c o n t r o l  
I n  t h e i r  s h u t  b r e a s t s  t h e i r  p e t t y  m i s e r y .
W h a t  a r e  o u r  w o e s  a n d  s u f f e r a n c e ?  C o m e  a n d  s e e  
T h e  c y p r e s s — h e a r  t h e  o w l - - a n d  p l o d  y o u r  w a y  
O ' e r  s t e p s  o f  b r o k e n  t h r o n e s  a n d  t e m p l e s . *
* Ibid., Ixxviii.
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O r  h a s  t h e  f o l l o w i n g ,  w i t h  i t s  r e f e r e n c e  t o  t h e  g l o r i o u s  
s t r u c t u r e s  o f  p a s t  a g e s  a n d  r e a l m s ,  c o n t r i b u t e d  a n y t h i n g  t o  
K e a t s '  e x p r e s s i o n  o f  s u c h  h a u n t i n g  b e a u t y ?
A d m i r e — e x u l t — d e s p i s e - - l a u g h — w e e p , - - f o r  h e r e  
T h e r e  i s  s u c h  m a t t e r  f o r  a l l  f e e l i n g : — M a n !
T h o u  p e n d u l u m  b e t w i x t  a  s m i l e  a n d  t e a r .
A g e s  a n d  R e a l m s  a r e  c r o w d e d  i n  t h i s  s p a n ,
T h i s  m o u n t a i n ,  w h o s e  o b l i t e r a t e d  p l a n  
T h e  p y r a m i d  o f  E m p i r e s  p i n n a c l e d .
O f  G l o r y ' s  g e w g a w s  s h i n i n g  i n  t h e  v a n
T i l l  t h e  S u n ' s  r a y s  w i t h  a d d e d  f l a m e  w e r e  f i l l e d !
W h e r e  a r e  i t s  g o l d e n  r o o f s ?  w h e r e  t h o s e  w h o  d a r e d  t o  b u i l d ? *
I n  h i s  d e s c r i p t i o n  o f  S t .  P e t e r ' s  B y r o n  a l s o  d w e l l s  o n  t h e  
h e i g h t  o f  t h e  d o m e ,  b r i n g i n g  i n  t h e  i m a g e  o f  t h e  c l o u d s :
a n d  h a u g h t y  d o m e  w h i c h  v i e s  
I n  a i r  w i t h  E a r t h ' s  c h i e f  s t r u c t u r e s ,  t h o u g h  t h e i r  f r a m e  
S i t s  o n  t h e  f i r m - s e t  g r o u n d ,  a n d  t h i s  t h e  c l o u d s  m u s t  c l a i m .
K e a t s  l i k e w i s e  m a k e s  g r e a t  p l a y  w i t h  t h e  i m a g e  o f  t h e  c l o u d s  s o  
a s  t o  c o n v e y  a  p r o p e r  i m p r e s s i o n  o f  t h e  s a n c t u a r y ' s  e x t r a o r d i n a r y  
h e i g h t :
a n d  o l d  s a n c t u a r y  w i t h  r o o f  a u g u s t ,
B u i l d e d  s o  h i g h ,  i t  s e e m ' d  t h a t  f i l m e d  c l o u d s  
M i g h t  s p r e a d  b e n e a t h .
* Ibid. , cix.
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F o r  K e a t s ,  h o w e v e r ,  t h e  m o s t  s i g n i f i c a n t  a s p e c t  o f  
B y r o n ' s  d e s c r i p t i o n  o f  S t .  P e t e r ' s  m a y  h a v e  b e e n  t h e  s u g g e s t i o n  
t h a t  o n e ' s  m i n d , e x p a n d e d  b y  t h e  g e n i u s  o f  t h e  s p o t ,  w o u l d  
g r o w  c o l o s s a l  a n d  t h a t  o n e  w o u l d  o n e  d a y ,  i f  f o u n d  w o r t h y ,  s e e  
o n e ' s  G o d  f a c e  t o  f a c e .
E n t e r :  i t s  g r a n d e u r  o v e r w h e l m s  t h e e  n o t ;
A n d  w h y ?  i t  i s  n o t  l e s s e n e d — b u t  t h y  m i n d .
E x p a n d e d  b y  t h e  g e n i u s  o f  t h e  s p o t ,
H a s  g r o w n  c o l o s s a l ,  a n d  c a n  o n l y  f i n d  
A  f i t  a b o d e  w h e r e i n  a p p e a r  e n s h r i n e d  
T h y  h o p e s  o f  I m m o r t a l i t y - - a n d  t h o u  
S h a l t  o n e  d a y ,  i f  f o u n d  w o r t h y ,  s o  d e f i n e d ,
S e e  t h y  G o d  f a c e  t o  f a c e ,  a s  t h o u  d o s t  n o w  
H i s  H o l y  o f  H o l i e s - - n o r  b e  b l a s t e d  b y  h i s  b r o w .
I n  M o n e t a ' s  t e m p l e ,  w h e r e  t h e  p o e t ' s  h o p e s  o f  i m m o r t a l i t y
a r e  e n s h r i n e d ,  K e a t s  s e e s  h i s  G o d d e s s  f a c e  t o  f a c e .  H e  s e e s
h e r  b e c a u s e  h e  i s  f o u n d  w o r t h y .  M o n e t a  r e v e a l s  h i s  w o r t h i n e s s  
i n  t h e s e  w o r d s :
T h o u  h a s t  f e l t  
W h a t  ' t i s  t o  d i e  a n d  l i v e  a g a i n  b e f o r e  
T h y  f a t e d  h o u r .  T h a t  t h o u  h a d s t  p o w e r  t o  d o  s o
I s  t h y  o w n  s a f e t y .
O n  t h e  o t h e r  h a n d ,  t h o s e  w h o  a r e  n o t  f o u n d  w o r t h y ,  w h o  ' t h o u g h t l e s s
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s l e e p  a w a y  t h e i r  d a y s ' ,  h a v e  n o  h o p e s  o f  i m m o r t a l i t y ,  h u t  
w i l l  ' r o t  o n  t h e  p a v e m e n t ' ,  i f  t h e y  b y  c h a n c e  e n t e r  t h e  t e m p l e :
A l l  e l s e  w h o  f i n d  a  h a v e n  i n  t h e  w o r l d .
W h e r e  t h e y  m a y  t h o u g h t l e s s  s l e e p  a w a y  t h e i r  d a y s .
I f  b y  a  c h a n c e  i n t o  t h i s  f a n e  t h e y  c o m e ,
R o t  o n  t h e  p a v e m e n t  w h e r e  t h o u  r o t t e d ' s t  h a l f .
P e r h a p s ,  a n y o n e  w h o  k n o w s  S t .  P e t e r ' s  i n  R o m e  w i t h  i t s  
h u g e  d o m e  n e a r l y  f o u r  h u n d r e d  f e e t  h i g h  f r o m  t h e  g r o u n d , i t s  
m a n y  c o l u m n s ,  i t s  p a v e m e n t ,  i t s  a l t a r ,  i t s  m a g n i f i c e n c e ,  i t s  
i m p r e s s i v e n e s s  a n d  i t s  h o l i n e s s  w i l l  f i n d  i t s  r e s e m b l a n c e  t o  
M o n e t a ' s  t e m p l e .
A s  s u p p l e m e n t a r y  m a t e r i a l  f o r  a  p o s s i b l e  i n f l u e n c e  o n
(
K e a t s '  c o n c e p t i o n  o f  h i s  s a n c t u a r y  t h e r e  i s  B y r o n ' s  d e s c r i p t i o n  
o f  t h e  P a n t h e o n ,  a  b u i l d i n g  o n  w h i c h  M i c h e l a n g e l o  p a r t l y  
m o d e l l e d  h i s  d e s i g n s  o f  S t .  P e t e r ' s .
S i m p l e ,  e r e c t ,  s e v e r e ,  a u s t e r e ,  s u b l i m e —
S h r i n e  o f  a l l  s a i n t s  a n d  t e m p l e  o f  a l l  G o d s ,
F r o m  J o v e  t o  J e s u s - - s p a r e d  a n d  b l e s t  b y  T i m e - -  
L o o k i n g  t r a n q u i l l i t y ,  w h i l e  f a l l s  o r  n o d s  
A r c h — e m p i r e — e a c h  t h i n g  r o u n d  t h e e — a n d  M a n  p l o d s  
H i s  w a y  t h r o u g h  t h o r n s  t o  a s h e s — g l o r i o u s  D o m e !
S h a l t  t h o u  n o t  l a s t ?  T i m e ' s  s c y t h e  a n d  T y r a n t s '  r o d s  
S h i v e r  u p o n  t h e e — s a n c t u a r y  a n d  h o m e  
O f  A r t  a n d  p i e t y - - p a n t h e o n I  — p r i d e  o f  R o m e : *
* Ibid. , cxlvi.
595
Keats may also have consulted Hothouse's Historical 
Illustrations, at first intended as an appendix to Byron's 
fourth canto of Childe Harold, but later published independently 
in 1818. Keats certainly heard of Hothouse, because Byron's 
fourth canto was dedicated to him, and Keats was sufficiently 
interested in his affairs as to. mention him in connection 
with his election campaign for a seat in the House of Commons 
in his letter to George and Georgiana of 16 December 1818- 
4 January 1819: 'There is a letter to day in the Examiner to 
the Electors of Westminster on Mr Hothouse's account.'
Hothouse has the following description of the pantheon:
W h e t h e r  t h e  P a n t h e o n  b e  t h e  c a l i d a r i u m j  o f  a  b a t h  o r  a  
t e m p l e ,  o r  a  s i n g l e  o r  a  d o u b l e  b u i l d i n g ,  i t  i s  e v i d e n t l y  t h a t  
s t r u c t u r e  o f  w h i c h  t h e  a n c i e n t s  t h e m s e l v e s  s p o k e  w i t h  r a p t u r e ,  
a s  o n e  o f  t h e  w o n d e r s  o f  R o m e ;  w h o s e  v a u l t  w a s  l i k e  t h e  h e a v e n s , 
a n d  w h o s e  c o m p a s s  w a s  t h a t  o f  a  w h o l e  r e g i o n .  . . .  t h e  s i g h t  o f  
t h e  P o r t i c o  f r o m  t h e  o p p o s i t e  e x t r e m i t y  o f  t h e  m a r k e t - p l a c e  i n  
f r o n t  o f  t h e  R o t o n d a , v i n d i c a t e s  t h e  m a j e s t y  o f  t h e  a n c i e n t  
c a p i t a l . *
Hobhouse also speaks of 'a miraculous image' and 'the pavement' 
in the same description:
T h e  v e n e r a t i o n  f o r  a  m i r a c u l o u s  i m a g e ,  w h i c h  h a s  l a t e l y  
c r o w d e d  t h e  R o t o n d a ,  h a s  n o t  b e t t e r e d  t h e  c o n d i t i o n  o f  t h e
* Hobhouse, Historical Illustrations of the Fourth Canto of 
Childe Harold, 1818, p.28?.
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p a v e m e n t .  • • •  A  p h i l o s o p h e r  m a y  s m i l e ,  h u t  a  l e s s  i n d i f f e r e n t  
s p e c t a t o r  i s  s h o c k e d  a t  t h e  i n e x p l i c a b l e  c r e d u l i t y  w h i c h  
s t a r e s  i n  t h e  s t e d f a s t  f a c e s  o f  a  h u n d r e d  w o r s h i p p e r s ,  s e a t e d  
o n  c h a i r s ,  f o r  h o u r s ,  b e f o r e  t h e  i m a g e ,  i n  t h e  w i s h ,  t h e  h o p e ,  
t h e  c e r t a i n t y ,  o f  s o m e  i n d i c a t i o n  o f  O m n i p o t e n c e . *
* Ibid., p.293
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